eTHE PHOTOGRAPHY OF “WEST SIDE STORY” 
EFFECTS AND TITLES FOR “WEST SIDE STORY” 
*MAGIC WITHOUT MATTES *CHOOSING A 16MM FILM 
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AURICON 

PRO-600 

& SUPER- 
1200 


Single system 
16mm sound on 
film cameras. Lat- 
est model Cine- 
voice sound 
cameras. TV kine- 
scope shutters, 
new and used in 
stock.  Pro-600 

Special light- 
weight outfit with Filmagnetic sound system. 


CAMART 
BABY 
DOLLY 


Dolly 
Tracks 
Available 


The only portable four-wheel dolly that provides 
balance and stability. Adjustable seat for cam- 
eraman. Platform accommodates assistant. $425.00 


COLORTRAN CINEMASTER 
MARK Il CONVERTERS 


Cinemaster Chief—50,000 watts $309 .00 
Cinemaster—40,000 watts $258.00 
Cinemaster Jr.—25,000 watts $168.00 
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LINWOOD DUNN, ASC, (left) and Cecil Love prepare to shoot main title for 
Mirisch Pictures’ ‘‘West Side Story."’ Dunn is checking remote focus-control 
of the 65mm camera, while Love sets up apparatus for controlling camera 
dolly movement during shot. Faders used in effecting light changes on 
title background are at lower left. During shooting, light changes and 
camera dolly movement were precisely timed by means of sweep- 
clock in right background. Dunn's story about filming titles and effects for | 
“‘West Side Story’’ begins on page 736 of this issue. 
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MITCHELL 


Acclaimed by owner Cinematographers the World over 
“the Most Versatile Professional Reflex camera!” 


Dual Shutters: Variable 
disc focal plane shutter 
for exposure control, 
fades, dissolves. 
Mirror shutter for 
parallax-free 
reflex viewing. 


Mitchell Precision Movement: Time proven 
registration pins assure optimum image 
steadiness. Stop-motion — 120 F.P.S. 


Super Baltar Lenses: Advanced optical design 
by Bausch & Lomb. 25mm — 50mm — 75mm 
focal lengths are standard with R-35. 


Magazines: 400 or 
1000 foot capacity 
magazines provide 
hand holding and 
studio camera 
capability. 


Motor Interchange- 
ability: 115-220V 
synchronous, high 
speed, stop- 
motion, 12V-110V 
variable speed 
motors available. 


Viewfinders: Parallax-free brilliant reflex 
viewing of more than full aperture field. 
Critical focus magnifier, contrast viewing 
filters built-in. Studio finder fits R-35. 


85% of all professional 
motion pictures 

shown throughout the world 
are filmed with 

Mitchell cameras 


rite today for detailed 
specifications and request the 
Mitchell R-35 Bulletin. 


ITCHEL 


MITCHELL CAMERA CORPORATION 
666 West Harvard Street, Glendale 4, California Cable Address: 
521 Fifth Avenue, New York, New York “‘Mitcamco” 
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NEW DESIGN 
FILM BIN 
WITH RACK 


Rectangular 
Construction 

Fits easily into 
corners 

¢ Vulcanized fiber with reinforced metal frame. 

© Complete Bin, Rack, linen bag, w/skids $45.25 

w/wheels $51.75 


CAMART 
CORE 
DISPENSER 


Keeps film cores handy 
at all times. Attaches eas- 
ily to work table or wall. 
Easy to remove, easy to 
fill. All aluminum con- 
struction. Adjustable te 
16mm and 35mm cores. 


Prices 
16” 9.50 
24” 
14.50 


CAMART DUAL SOUND 
EDITOR MODEL SB111 


a 34 Edit single and double system 16mm or 36mm op- 
tical sound. Edit single system magnastripe o1 
we double system magnetic sound. Use with any 
Bais 16mm motion picture viewer to obtain perfect 
| a lip-sync matching of picture to track. Works from 
left to richt or right to left. 

Dual Editor (without viewer) _.......... $195.00 

Zeiss Moviscop Viewer 96.00 

Special Editor-Viewer Comb. 


Send for Free 1962 Catalog 


ue CAMERA MART... 
} 1845 BROADWAY 
NEW YORK 


Cable. Cameramort 


INDUSTRY 


NEWS 


News briefs of industry activities, products and progress 


Hot Subject i 

Interest in 8mm sound films con- 
tinues to increase. The principal at- 
traction is lower cost compared to 
16mm. It is mass production of 8mm 
SOF prints the industry’s most inter- 
ested in at present. 


There is general agreement that the 
best quality 8mm color print is the 
one made by reduction, and that the 
step printer provides the best reduction 
prints, according to General Film Lab- 
oratories engineers. 

Since step-printing is inherently a 
slow process, ways need to be found 
to multiply the number of prints that 
can be made at one time—such as 
the 35/32mm method. The motion 
picture laboratories today are only in 
the beginning stages of engineering 
and using 8mm printing and tracking 
equipment, General concludes. 


New Disney Cartoon Process 

A process combining automation 
with animation has been developed by 
Walt Disney Studios, which trans- 
poses individual drawings of anima- 
tors photographically to the cels, elim- 
inating need for inkers to trace 
drawings onto cels which sub- 
sequently filled in by painters. Its use 
reportedly has trimmed production 
costs on studio’s current cartoon fea- 
ture, “The Sword and the Stone.” 


2 oth-Fox Renews Contracts 


Two ASC members, both veterans of 
20th Century Fox’s Beverly Hills stu- 
dios, have had their contracts renewed 
for another year. They are Director 
of Photography William Mellor and 
L. B. Abbott, head of the studio’s pho- 
tographic effects department. Mellor 
is currently shooting the Jerry Wald 


production,-“Mr. Hohbs Takes a 


cation,” starring James Stewart and 


Maureen O’Hara. 


Cortez To Lecture Collegians 
Stanley Cortez, ASC, last month, 


was invited to lecture before Univer. 
sity of California’s cinema department 
student assembly on subject of con. 
temporary cinematography.  Corter, 
who directed the photography of “The 
Magnificent Ambersons,” “Night of 
the Hunter,” and “Back Street,” was 
selected because of his work on these 
productions. 


Hollywood Booming 

Employment in the Hollywood mo- 
tion picture studios continues to in- 
crease despite so-called “runaway” 


production and economy cuts by the 
studios. 


According to Daily Variety, Holly- 
wood tradepaper, which rendered a 
lengthy report on this subject in its 
November 28th issue, the production 
of television films is largely respon- 
sible for the continued high-level of 
employment in the studios. The report 
indicated a recent analysis revealed 
some studios have one feature picture 
in production to eight TV films; others 


two or three features to five-to-eight | 


video films. 


New English 3-D Camera 
National Research Development Cor- 


poration, of London, and W. Vinten, 


Ltd., have introduced a new motion 
picture camera for 3-D motion pic- 
ture photography. The specially con- 
structed stereo camera was used Ie 
cently at Toronto International Studios 
to photograph dream sequences for its 
production, “The Mask.” : 
_ According to Film & Television 
Technician, English film industry jour 
nal, this shooting is probably the first 
3-D photography on a feature film to 
be carried out anywhere in the world 
for six or seven years. 

Continued on Page 70% 
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“WEST SIDE STORY... protocrapnic EFFECTS BY 


LINWOOD DUNN AND FILM EFFECTS OF HOLLYWOOD HAVE 


REALIZED TRICKY AND IMPORTANT INNOVATIONS.” 


Hollywood Reporter * Sept. 22-1961 


This same service...in every aspect of Creative Special Effects... backed 
by thirty years of major studio experience and the finest specialized equip- 
ment... available for your 16mm, 35mm and 65 mm production. 


WRITE FOR BROCHURE ¢ PHONE HO 9-5808 ¢ CABLE: FILMEFX 


N.Y. HERALD TRIBUNE 

... ‘the wild dancers are faded out and the two 

lovers individualized... exceptional movie work.” 

SATURDAY REVIEW 

“The scene shimmers with pastel light, then blurs 

as Tony catches his first glimpse of Maria...” 
L.A. TIMES 


“Director Robert Wise’s color camera, misting out all the other dancers, 
made this an enchanted moment indeed.” 


BOSTON RECORD 


... Tony gets his first glimpse of Maria, blocking 
out all but these two.” — 


N.Y. TIMES 


‘Innocent first-sight lovers are isolated in golden 
mist at a teenage dance.” 


FILM EFFECTS OF HOLLYWOOD 


Linwood Dunn Asc, President 


1153 No. Highland Ave. Hollywood 38, Calif. Fe 
Phone HO 9-5808 Cable: Filmefx 
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CAMART 
PRODUCTS 


OPTICAL FX UNIT 
AND PRISMS 


FOR 16mm—35mm—TV CAMERAS 
LIVE TV, ANIMATION, 
MOTION PICTURES 


From two to 

seven images or 
combinations, more 
than 27 variations in op- 
tical effects, montages, and 
distortions without expensive 
opticals. 


Images may be photographed in still motion or for- 
ward and reverse rotation. 


Complete unit consists of a four sur- 
‘face prism, mount, revolving housing, 
and camera base assembly. 


me CAMERA © MART inc. 


1845 BROADWAY at 60th ST. Phone: Plaza 7-6977 
NEW YORK 23,N.Y. 


Cable Address CAMERAMART 


rewinders 
} sound readers synchronizers 
picture end 
sound editors video tape 
IN EDITING 


to talk’’ Moviola has earned acceptance 
as the word for professional film 
editing equipment. Moviola is keeping 
pace. with the changing needs of the 
Motion Picture Industry with new 
devices such as: 
e Crab Dolly for improved Motion 
Picture and TV, Camera mobility 
e 70 mm Viewer for the Photo 
Instrumentation field 


oviola 


MANUFACTURING CO. 
1451 GORDON STREET e HOLLYWOOD e CALIFORNIA ¢ HO. 7-3178 


crab dolly 
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EQUIPMENT 


From the time motion‘ pictures “‘learned 


INDUSTRY NEWS 


Continued from Page 704 


The fundamental advance of the new 
camera, according to F&TT, derives 
from its being designed at the star 
for three-dimensional _ photography, 
with the twin cameras (producing twin 
negatives) integrally mounted in 
single body. The intermittents are of 
standard Vinten design—same as used 
in the standard Vinten-Everest camera, 
but the twin mechanisms are mount. 
ed on a machined guide so they can be 
moved freely from side to side, while 
the camera is running if necessary, 


This gives effective lens separations 


variable from 5-inches down to zero. 


A semi-reflector, used as a beam. 
splitter, is mounted in front of the 
lenses, one of which shoots straight 
through, and the other pointed directly 
downward into the beam-splitter from 
above. 


Convergence of the two cameras is 
effected by means of off-setting the film 
center lines outwards in relation to the 
lens axis. Mirror shutters provide 
through-the-lens viewing, and either 
finder may be used by the operator 
during the course of filming a scene. 


Top U.S. Non-theatrical 
Films To Be Honored | 
Fifty-three 1961 U.S. non-theatrical 
films which gained special : recognition 
at three foreign film festivals held in 
Edinburgh, Venice, and Padua, Italy, 
will be honored by certificates from 
Embassy officials of Italy and Britain 
at a showing of “Films of Merit” at 
7:45 p.m. in the National Educational 
Assn. auditorium in Washington, D.C, 
December 12. 


Academy Names Three ASC 
Members to Awards Committee 
ASC-members Farciot Edouart, Sol 
Halprin, and Hal Mohr were among 
those appointed on a committee last 
month by the Academy of Motion Pic: 
ture Arts and Sciences, Hollywood, to 
evaluate the past year’s scientific and 
technical achievements. The committee 
will make recommendations for a 4 
propriate awards to the Academys 
Board of Governors. 
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@ ALL-TRANSISTORIZED 


FILMAGNE TIC: 
\\ RECORDING AMPLIFIER MODEL MA-11 


* All-transistorized! Bulky batteries and heavy transformers eliminated. 
*« Rechargeable battery or continuous A.C. operation. 
f 1" * 14 transistors for frequency response to 12,000 cycles. 
Extreme portability and dependability. Weighs only 5 Ibs. 
POWE R-PA K 3 Temperature-compensated for world-wide 
CHARGER 3 — use, winter and summer. 
overnight. Plug Equipped with transistor-matched 
easy! - Fitted carrying case can be conveniently 
stored under pullman seat or carried 
as hand-luggage on plane. 


4 


Fully charged Battery will operate 
Filmagnetic Model MA-11 Amplifier 
for more than 8 hours of 
sound-on-film recording. 


> 


ALSO USED AS POWER-PACK for continuously 
operating Amplifier direct from 115 Volt A.C. current. 


Permanent lightwei 
Battery can 


Be 


4x WRITE FOR FREE AURICON CATALOG le re-charged repeatedly. 
WITH INFORMATION ON THE NEW 
ALL-TRANSISTORIZED FILMAGNETIC 
RECORDING SYSTEM.. 


GUARANTEE 


All Auricon Equipment is sold with 
a 30-day money back guarantee 
and a 1 year Service Warranty. You 
must be satisfied! 


THIS IS THE FILMAGNETIC CAMERA UNIT for 
16mm magnetic sound-on-film . 


FILMAGNETIC sound-on-film recording can be 
factory installed on all existing, or earlier, 
Auricon Cameras. Recording on pre-stripe film, 
black-and-white or color, you get professional G 
quality lip-sync talking pictures and brilliant 
music reproduction. After normal processing, the 
film can be shown on any 16mm magnetic-sound 
projector. In use since 1955, for exacting 
professional requirements, FILMAGNETIC, with 
the new MA-11 Amplifier, brings you the means 
for producing the finest in professional 16mm 
sound-on-film motion pictures. The optical 
sound-on-film capability of your Auricon Camera 
is not impaired. Change back and forth at will 
. without tools! 


BACH AURICON, Inc. 
SS20O2 Romaine Street, Hollywood 38, California 


RICON pRO-600 SPECIAL AURICON PRO- 600 _AURICON SUPER: 
400 ft, Runs 11 min. 600 ft. Runs 164% min. 1200 ft. Runs 33 min. “EFILMAGNETIC” SOUND FOR COLOR OR BLACK & WHITE 


CINE VOICE 
100 ft Runs 2% min. | 


AURICON ...THE PROFESSIONAL CAMERA : STANDARD OF THE 16MM SOUND INDUSTRY SINCE 1931! 
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Efficient B & S heater parka keeps camera warm, 
film pliable in temperatures to — 68° F. Highest 
quality materials and workmanship. $168. Other 
barneys for all cameras. Request brochure. 


Super-strong welded marine aluminum housing 
available for camera, 400 magazine and voita- 
bloc battery. Top interchangeable for Arri 35. 
Special nose cone available for 5.7mm lens. 
$2,495. Catalog 5000. 


New Underwater Housing Designed For Arri 16 & 
35mm Cameras. Tops Change, as Base is Common. 
Welded Marine Aluminum Plate %” thick. With 
stands 60-minute Test at 300’ Depth. Request Bro. 
chure. $2,495. 


W-I-D-E, W-I-D-E LENSES 


Widest wide angle for Arri 35 from B & S optical 
shop. Sharp, crisp !4.5m F3.5 Angenieux re- 
places larger, bulkier lenses. Arri mount $375, 
Mitchell NC mount $395. 


L-O-N-G, L-O-N-G LENSES 


B&S Omnitar Lenses fit 16 and 35mm Arris in focal lengths from 125mm through 1000mm, shown 
above with Mark II| Omnipod cradle. Lens shown is F6.3, Catalog No. 1364, $895. See your dealer 
or write for brochure. Omnitars consistently best for Resolution, Color, and Brilliance. 


SOUND BARNEY, CAT. 1420 


B & S Multi-Layer Sound Barney for Arri 16 Cuts 
80% of Camera Noise on Location Shooting. Light- 
weight, Effective. Sold Only Through Franchised 
Arriflex Dealers. $99.50. 


BALL-SOCKET HI-HAT, CAT. 1123 


B & S Presents the First Hi-Hat Made Expressly for 
16mm Arri Ball-Socket Tripod Head. Camera Levels 
Quickly, Easily. Eliminates Wedging. $34.00. 


TRACKING FINDER, CAT. 2600 


Great for Sports, Aerials, Moving Targets, etc. Fits 
Arri 16 for 25 & 50mm Lenses, Easily Attached and 
Removed. Folds Flat. $49.50. 


T816 BATTERY 
CHARGER 


End battery woes with B & S. 


LONGER LASTING VOLTABLOC BATTERIES 


Hi-Hat for Arri 35 


CIN-AR ADAPTER 


Birns & Sawyer-designed voltabloc batteries guaranteed for 
longer, trouble-free life. All units encased in first grade cow- 


Sturdy Hi-hat for mounting 
Arri 35 to standard tripod. 
Engineered struts. 


Adapt your Arri lenses to 
mount cameras. On-Off 
in seconds. See your comero 


guaranteed, self-fused 
charger for all 8-¥ and/or 
16-V Volitablocs. $49.50. 


hide, have belt loop and shoulder strap. Compare! 
8.4-Volt $115. 15-Volt $180. pods. 


Base 
tapped for %'' and '/,"' Tri- 
34.00. 


dealer. $16.50. 
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Birns & Sawyer Specializes in Arri Equipment: Rentals, Sales, 


Repairs, Trades, Purchases, Maintenance, and Special Design 


BIRNS & SAWYER Cine Equipment 


6424 SANTA MONICA BOULEVARD © HOLLYWOOD 38, CALIFORNIA © TELEPHONE: HO. 4-5166 © CABLE: BIRNSAW - 


a 
e 
Increase Range and Use of Arriflex Cameras In Sports, Aerials, Underwater, and Sound 
HEATER BARNEY FOR ARRI Underwater Blimp for Arri 16 Underwater Blimp for Arri 35 
~ 
“Basis \\ 
\ | \ 
\ | 
961 
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FLUID HEADS 


“the secret toa steady hand” 9862 Highland Avenue, Alta Loma, California. 
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Brochure on request. 
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LENSES from B& J 
Master All picture assignments! Select the 
Right lens from famous B & J “Lens- 
Bank” —service and inventory! Wide 
Angle, Telephoto, Special Infinity corrected 
Lenses for Microphotography .. . for 
Copying. Lenses Properly mounted to fit 
your camera! 

Write for “Lens-Bank’® List 
Burke & James, Inc. 

321 So. Wabash, Chicago 4, iinois 
AC 12/61 


EXCLUSIVE LAMNATRACK 


Laminated Magnetic Film Striping for 8, 
16 and 35mm film 


e permanently bonded lamination out- 
fives the film itself 
e silicone lubricated to minimize wear 


on sound head 
e improves sound quality of magnetic 
sound projector 
e will not dissolve in cleaning agents 
or splicing cements 


Inquire about our high speed sound 
transferring to 8mm release prints in any 
quantities 


Write for literature and FREE sample. 
Precision Lamnatrack for ‘‘Sound'’ Quality 


AMERICAN MAGNETIC 
FILM STRIPING CORP. 


156 FIFTH AVENUE, NEW YORK 10, N.Y. 


IN EQUIPMENT, 


Shoulder Camera Mount 


A combination shoulder-pod and 


pistol grip, designed for Arriflex 16 
cameras is announced by Arriflex Cor- 
poration of America, 257 Park Ave. 
South, New York 10, N. Y. The 
shoulder-pod portion is adjustable to 
suit comfort of individual cameraman. 
Contour grip of the camera itself pro- 
vides the right hand grip; the pistol 
grip of the mount is anatomically- 


WHAT'S NEW 


ACCESSORIES, 


SERVICES 


shaped for the left hand and incomo. 
rates a trigger mechanism through 
which the camera’s electric switch may 
be operated. A special counter-plate jg 
provided so pistol grip may be fe. 
moved and used separately. List price 
is $68.00. 


Magnetic Film Striper 

SOSound magnetic film striping ma. 
chine employs the wet application 
principle to provide soundstriping up. 
affected by splices. Production capacity 
is 2000 to 2200 feet per hour. Other 
features are: micrometric control of 
stripe thickness; accurate, variable 
control of stripe width; drybox em- 
ploying filtered, heated air; and high- 
speed polishing of applied stripe. Mod- 
els are available for both 8mm and 
16mm films, Source is S.O.S. Photo. 
Cine-Optics, Inc., 602 West 52nd St, 
New York 19, N. Y. 


Continued on Page 713 


Universities of: Texas, Notre Dame, Indiana, California, 
Alabama, Miami, M.1.T.; TV Stations: WHAS, WMUR, WISH, 
WBRE, WNCi. WIAR, WTRI, WFMY, WJHP, WCSC, WTVS, WTVYVJ, 
KARK, KDUB, WTVR. WRITE FOR DETAILS AND LITERATURE 


of Filmline ‘installed “ 
Bidg., Microfilm division, Washington, D.C.; U.S. Naval Re-@ 
search Laboratory; U.S. Public Health Service; U.S. Treasury 
Department (15 machines); Atomic Energy Commission; 
1.B.M.; G.E.; Pratt & Whitney Aircraft; McDonnell Aircraft; 


develay 


constant. 


12 minutes. 


room needed. 


s.reversal film at 1200 ft. per hr. 
“positive film at 1200 ft. per hr. 


MODEL R-15: 
REVERSAL FILM 


PROCESSOR 


e EXCLUSIVE OVERDRIVE eliminates film breakage, automa- 
tically compensates for elongation; tank footage stays 


e EASY TO OPERATE, needs ho attention. 
e VARIABLE SPEED DRIVE, development times from 1% to 


© COMPLETE DAYLIGHT OPERATION on all emulsions, no dark- 


e FEED-IN ELEVATOR & 1200-FT. MAGAZINE permits uninter- . 
 supted processing cycles. 


e@ STAINLESS STEEL tanks, air squeegee, recirculation fittings, 
air agitation tube, lower roller guards. 
e FORCED WARM AIR DRYBOX, uses no heating lamps. 


e Double Capacity Spray Wash e Filtered Air Supply 
e Uniform Tank Sizes 

e Cantilever Construction 
@ Size: 76” x 50” x 24” 


Milford, Conn. 


Self-Contained Plumbing 
Ball Bearing Gearbox 
Weight: Approx. 475 ibs. 
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ARRIFLEX! 


lways in the best company 


What do these leading firms have in 
common? They all have “in-plant” film 
departments...they all own 

Arriflex cameras! 


> 


wee 


job better and more easily, faster and more 


economically than any other motion picture camera. : 


praise from cinematographers in hundreds of ; 


: leading corporations! And industrial films shot a 


Re 


with Arriflex keep winning more 4 


awards than any others.* : 


Try one of these 


world-famous cameras | 


oy" 


soon. You'll be in 


the best company 


when you use - 


*Of the fifteen 1960 

Industrial Photography 

Film Awards, ten went to films 

shot with Arriflex 16mm 
and 35mm cameras! 
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What makes the Arriflex so popular? a 

Primarily, its incredible adaptability to industry’s 2 
ever-varying requirements. No matter where = 
Arriflex goes—in the plant, in the laboratory, in a 


the office, or out on location—it always does the a 


No wonder the Arriflex keeps winning the warmest a 


an Arriflex. 


through | 
-plate is > | 
: 
| 
p 
BS 
Ve ee For literature and/or demonstration of Arriflex 16mm and 35mm cameras, with no obligation, write to: 
4 
R E 257 PARK AVENUE SOUTH, NEW YORK 10, N. Y 


“Precision cameras are simply not 
built with this kind of usage in 

ind,” they argued. But the engi- 
neers said it was necessary if the test 
was to succeed and considered the 


IMPACT STORY = 
-_ camera expendable. The 16mm Bolex 
a 7 ACF INDUSTRIES was bolted to the freight car and ... 
— WHAM! The car was bumped 


against another freight car . . . 

a Bolt a Bolex 16mm camera to a The 16mm Bolex recorded every jar- 
freight car ready to bump? ring frame of the collision and came 

Research engineers at ACF Indus- away good as new! 

tries, Berwick, Pa., devised such a Another exacting assignment for 
: test to measure impact and called Bolex was to help measure impact 
their Photo Department: ACF pho- oon ACF’s retractable hitches for 
tographers, who devote a majority of _ truck trailers riding piggyback on 
their time to taking research shots, flatcars. Through analysis of the 
thought the request outlandish. Bolex films, engineers could see in 


detail how the springing arrangement 
responded to loads. 

As you can see, Bolex equipment 
gets plenty of rough use at ACF. 
Two Bolex 16mm cameras—with a 
variety of Switar and Yvar lenses— 
are mainstays. Neither Bolex, one of 
them 12 years old, has ever given a 
speck of trouble. 

ACF photographers use Bolex be- 
cause it is rugged, dependable and 
offers lightweight compactness and 
sharp picture quality. 


. .- Another example of Bolex get- 
ting the job done for the professional! 


i 
| 
4 
| 
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Cameras and Accessories 


for Every Professional Effect 


Rolex Tripod: Lightweight aluminum con- 
mruction. Smooth-action pan head tilis 135 
Wgrees vertically. With cable release, $99.50. 


mepolex Unimotor: Electric motor drives 
meevamera through full roll of film at constant 
apeed. Batteries or AC current. $89.50. 


SPrecision-Ground Lenses: Switar 10mm 
1.6 extreme wide angle, $149.50; Switar 
mmm f/1.4 normal lens, $168.00; Switar 
jomm f{/1.9 extra-fast telephoto, $145.00. 


Bolex 16mm Super Titler: Basic Kit— 
bench, main frame, two reflectors, title 


ea i Wame and sliding cradle—$180. 50. 


Bolex H- 16 Reflex viewing, 
shutter, 3 lens turret. With superb Lytar f /1.8 
lens—$1,50. 00. 4 


Bolex cameras and accessories offer 
the utility for professional work many 
studios have paid thousands of dollars 
lor. Write for literature and the name 
of your nearest Bolex dealer. 

All prices include F.E.T. where applicable. 

PILLARD incorporated, 100 Sixth Avenue, New York 13, N. Y. 


BOLE 
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WHAT'S NEW 


Continued from Page 710 


Motor Drive 
A heavy-duty motor drive for model 
70 Bel & Howell 16mm cameras pro- 


vides power sufficient to drive same 


for continuous operation in runs of 400 


feet or more. Designed especially for 
military and industrial instrumentation 


applications, motor has series-type gov- 


ernor control, and provides speeds of 
16, 24, 32 and 64 fps. Power require- 
ments are 115-V AC at 2 amps maxi- 
mum or 28-V DC at 6 amps maximum. 
Combined weight of camera and motor 
is 16 pounds. Source is Traid Corpora- 
tion, 17136 Ventura Blvd., Encino, 
Calif. 


Water Cooler 
Designed to handle large quantities 
of water required by automatic film 


processors, the Time-O-Lite Bar-Ray 


Cooler No. B570 conditions water to 
75° and automatically compensates for 
incoming water temperature as high 
as 90° F at rate of 210 gallons per 
hour. Installation requires only four 
simple plumbing connections. Measur- 
ing 45” in height, 27” wide, and 
40” deep, power requirements are 3hp, 
230-V 60 Cyc. AC motor, single-phase, 
22 amps (running). Source is Time-O- 
Lite Division, Industrial Timer Corp., 


1407 McCarter Highway, Newark 7, 
N. J. 


Film Rollers, Side Bushings 

Film rollers and side bushings for 
16mm film processing machines are 
available from Calvin Productions, 
Inc., 1105 Truman Road, Kansas City 
6, Mo. Rollers are available with or 
without key. Molded of Polyvinyl- 
chloride, Delrin, Polyethelene or Ny- 
lon, relieved centers cannot scratch 
film. 

Roller bushings are of Super-Poly- 
ethelene, are available in 14” or 34” 


shaft sizes, and can be assembled to — 


1/16”, 1/32”, or O” clearance be- 


tween rollers. 


Film Core Dispensers 

Tubular metal dispensers for film 
cores are available in 16’, 24”, and 
36” lengths from Camera Mart, Inc., 
1845 Broadway, New York 23, N. Y. 
Units are essential accessory for film 
labs, editing tables, etc. Mount readily 
on wall or editing table. Also available 
is 24” dispenser for 50-ft. or 100-ft. 
plastic reels. 


HFC Repair Splicers 

Splicers for repairing 35mm, 65mm 
and 70mm film employ Mylar trans- 
parent tape with an adhesive-back 
which is applied to back of film. Sole- 
noid action of splicer perforates tape in 
perfect alignment with film perfora- 
tions. Source is Hollywood Film Co., 
956 No. Seward St., Hollywood =p. 
Calif. 
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“THE WORLD'S FINEST" 


Smm SOUND 
PROJECTOR 


700M 8 MM 
SOUND, $350.00 


Add sound to your 8mm movies. Reduce your 16mm 
films te 8 mm, or enjoy the many 8mm films now 
available in 8 mm magnetic sound and color. 

Send only $35.00 deposit with name of employer and 
2 credit references including your credit card number, 
pay balance within one year—No red tape—No delay. 


SOUND 
MOVIES! 


CAN BE SHOWN ON ANY 8MM 
SILENT OR SOUND PROJECTOR 


© 1962 ROSE PARADE 
200 Ft. Color & Sound $20.00 


© ROME & POMPEII 
200 Ft. Color & Sound $20.00 


GYMNASIUM JIM (Slapstick) 
300 Ft. B&W & Sound $12.50 


® SADIE BY THE SEASIDE — 
FANNIE GOES FISHING 
150 Ft. Color & Sound $15.00 


THE HITCH-HIKER — 
SEASIDE BELLE 
150 Ft. Color & Sound $15.00 


EASIDE FILMS @ ANTS AT THE SEASIDE — 
GOLDIE GOES GLAMOROUS 
150 Ft. Color & Sound $15.00 


f? MEMBERSHIP IN THE MOVIE OF THE 
F RE @ MONTH CLUB — WRITE FOR DETAILS. 


$ 

are as refreshing 
as an ocean breeze 


MOVIE NEWSREELS, Dept. 1621 N. Cahuenga 
Hollywood 28, Califernia (HO 2-4303) 


( ) Enclosed find $35.00 deposit on the 
FUJICA 8mm sound projector at $350.00 plus 
6% of the unpaid balance. | will pay the 
balance in 11 monthly payments. Attached is 
the name and address of my employer and 2 

credit references, including my credit card | 


( ) Enclosed find $ . Send the 


following 8mm Sound Films: 


number. 


ADDRESS 
CITY, ZONE, STATE 


WHAT THE INDUSTRY'S] 


NOTE: Asterisks following titles indicate television film productions. 


ALLIED ARTISTS 


JosePpH Briroc, ASC, “Reprieve” (Kaufman- 
Lubin Prod.) with Ben Gazzara and Stuart 
Whitman. Millard Kaufman, director. 


AMERICAN INTERNATIONAL 


CLraupio Racca, “Warriors Three” (AIP- 
Anglo Amalgamated; shooting in England) 
with Janet Blair and Peter Wyngarde. Sid- 
ney Hayers, director. 


CASCADE PICTURES 
Henry Freuricu, ASC, Commercials*. 
Roy SeEAwRIcHT, Commercials*. 


COLUMBIA STUDIOS 


Russet, Metty, ASC, “The Interns” (Robt. 
Cohn-David Swift Prod.) with Cliff Robert- 
son and Michael Callen. David Swift, direc- 
tor. | 


Rosert Wycxorr, “The Hathaways”* 


JosepH Correy, “Requiem for a Heavy- 
weight” (Paman Prod.; shooting in N.Y.) 
with Anthony Quinn and Jackie Gleason. 
Ralph Nelson, director. 


NICK MUSURACA, ASC 
Currently directing the 
photography of the 
“Jack Benny Show” at 
the Desilu Cahuenga 
Studios. 


Witkie Cooper, “Jason and the Golden 
Fleece” (Super Dynamation & Color; Morn- 
ingside World Wide Prods.; shooting in 
Italy) with Todd Armstrong and Nancy 
Kovack. Don Chaffey, director. 

Bos Huxe, “The War Lover” (Arthur Horn- 
blow Prod.; shooting in England) with 
Steve McQueen and Robert Wagner. Philip 


Leacock, director. 
CHARLES WELBORN, “Dennis the Menace’*. 


Frep Gatery, ASC, “Hazel”*; “Our Man 
Higgins”; (pilot). 
Invinc Lippman, “Route 66’*. 


Puitip LatHrop, ASC, “Experiment in 
Terror’ (Geoffrey-Kate prod.; shooting in 
San Francisco) with Glenn Ford and Lee 
Remick. Blake Edwards, producer-director. 


Puitip Tannura, ASC, “Shannon”*. 


Gert AnperseN, ASC, “Donna Reed 


Show”’*. 


Tont1, “Barabas” (Technirama 70 & 
Technicolor; Dino De 
shooting in Italy) with Anthony Quinn and 
Silvano Mangano. Richard Fleischer, direc- 
tor. 


Laurentis Prods.; 


Curis “H.M.S. Defiant” (C’Seone 
& Color; G. W. Films, Ltd.; shooting 
Spain) with Alec Guinness and Dirk Bm 
garde. Lewis Gilbert, director. 


Giuseppe Aguart, “Conga Vivo” (Ding 
Laurentiis Prods., shooting in the Congo} 
with Jean Seberg and Gabriele Fermeup 
Giuseppe Benatti, director. | 


DESILU—Cahuenga Studios 
Nick Musuraca, ASC, “The Jack Benny 


Show”* 


Rospert pe Grasse, ASC, “Dick VanDyke 
Show”*; “Danny Thomas Show”*, 


Sip Hicxox, ASC, “The Andy Grim 


Show”*, 
Henry Cronjacer, “Joey Bishop 

DESILU—Culver City 
CHARLES StRAUMER, “The Untouchables 
Loturop WortH, ASC, “The Real Me 


Coys’’*. 


DESILU-——-Gower Studios 
Wittiam ASC, “Window on Mam 


Street’”*. 

CHARLES VAN Encer, ASC, “Lassie”*, 

Tep VOIGHTLANDER, “Ben Casey”*, 

Ropert Ptancx, ASC, “My Three Sons”*, 

Epwarp Fitzceratp, ASC, “Straightaway™ 
FOX WESTERN AVENUE 

JAMES VAN Trees, ASC, “Dobbie Gillis”, 

Rosert Hauser, “Bus Stop”* 

RicHarp Raw tines, “Margie”* 


FILMWAYS STUDIOS—New York 


Morris HartzBann, “The Defenders™ 
(CBS) Boris Sagal and Buzz Kulich, direc 


tors. 

GENERAL SERVICE STUDIOS 
Tuomas Tutwiter, ASC, “International Golf 
Show”*., 
Rosert Moreno, “Adventures of Ozie & 
Harriet’’*. 
Rospert Hacer, “Perry Mason’’*. 
Datze.., “Mister Ed”* 
Harry Wo tr, “Hennessey*. 


GOLDWYN STUDIOS 
MerepitH NicHo.son, “The New Breed % 


INDEPENDENT 


Penny Ricuarps, “Joseph Desa” 
Weiler Prod. for Columbia release; shooumg 
in Rome) with Maximilian Schell and B® 
cardo Montalban. Edw. Dmytryk, directom 


Boris Kaurman, ASC, “Long Day’s Joume 
Into Night” (Ely Landau Prod.; shootings 
N.Y.) with Katharine Hepburn 

Ralph Richardson. Sidney Lumet, directom 


Tep McCorp, ASC, “Smog” with Eau 
Maria Salerno and Annie Giradot. Fram 
Rossi, director. 


Continued on Page 74 
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PHOTO LIGHT 


takes the place of studio lights 10 times bigger|... 


This is the compact new photo light that 
has started a revolution in studio lighting. 
It’s a specially engineered PROFES- 
SIONAL version of the SUN GUN home 
movie light, invented by Sylvania, that 


major Hollywood studios have already 


adopted. 


The SUN GUN PROFESSIONAL is so 
small it actually fits in the palm of your 
hand. So powerful it produces 5,000 watts 
exposure ... at only 1000-watts electrical 
cost. So versatile that it easily does the 
work of most studio lighting equipment 
... and does it better! And the SUN GUN 


PROFESSIONAL weighs only 3 pounds! 


Unlike regular studio equipment, SUN 
GUN PROFESSIONAL is inexpensive to 
buy, inexpensive to maintain, inexpensive 
to ship on location. What’s more, SUN 
GUN maintains original brightness and 
color temperature for the entire life of the 
lamp . . . without reducing lamp life! 


Where does SUN GUN get its fantastic 


brilliance? For one thing, it has an amaz- 


ingly powerful 1000-watt High-Silica 
Halogen lamp with 65,000 center beam 
candlepower. It also has a special reflector 
with over 750 light-intensifying surfaces. 


The result is an intensely bright light that: 
floods the scene like the sun. Light Is ‘ 
smooth and even. Balanced to 3400°K for” 
indoor color film use. Instantly replaceable : 
lamp has 12 hours’ average life. 4 


SUN GUN PROFESSIONAL is com: 
pletely adjustable. Head can be aimed mn 
any direction. Beam spread is 30° vertical; 
36° horizontal. Complete with portrait lens, 
flood lens, metal barn doors, and 12-foot’ 
cord. 
Sylvania Lighting Products, Division of | 
Sylvania Electric Products Inc., 17405 
Broadway, New York 19, N. Y. 
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10 times heavier...10 times more expensive! 


SEE NEXT PAG 
E FOR COMPLET 
E DET, 
AILS ON BUILT-IN FEATURES AND SPECIALIZED 
STUDIO ACCESSO 
RIES. 
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SUN GUN PROFESSIONAL PHOTO LIGHT IS FULLY EQUIPPED FOR EFFICIENT 
OPERATION, SIMPLIFIED HANDLING, 


ADJUSTABLE HEAD 
Tilts for bounce lighting. Is 
calibrated 30° below and 90° | 
above horizontal. Control 
arm makes it — to tilt 


be ren dimmer control for modeling 
; and setup lighting levels. 
conveniently located on 
7 for instant control i 


UNIVERSAL BRACKET 
Fits all cameras. 

Special bi-position mounti 

‘hole allows unit to be loca 


Full range of optional accessories 


Accessory holder. Adapts SUN GUN 
to accept the following wide vari- 
ety of specialized optional acces- 
sories: 


Daylight filter. Corrects color tem- 
perature of basic 3400°K lamp to 
permit use with daylight type color 
film. Eliminates need to correct 
light with camera filters that re- 
duce efficiency of fine camera 
lenses. 


lenses. 


Sylvania Lighting Products 
Division of Sylvania Electric Products Inc. 
1740 Broadway, New York 19, N. Y. 


Please send me free technical information on the new 
SUN GUN PROFESSIONAL Photo Light. 


Name 


Address 


City Zone State 


BARN DOORS | 
-Ruggedized aluminu 
construction for 

adjustment 


uickly adapts SUN GUN for 


Snoots. Provide a finely controlled 
beam for spot highlighting of 
small areas. Two sizes—large and 
special optical ‘‘Sniper Snoot.’’ 


Carrying case. For convenient car- 
rying of SUN GUN and accessory 


Super-spread lens. Spreads beam 
to match field of extra-wide-angle 
camera lenses. For use with large - 
barn doors or accessory holder. 


MAIL COUPON TODAY FOR MORE INFORMATION 


SUBSIDIARY OF 


GENERAL 


FLOOD LENS 
Dual-purpose lens 
affords choice of 


broader light coverage 
of subject area. | 


PORTRAIT LENS 
Made of specially 
tempered glass 
for close-up work 


every studio lighting need! 


Large barn doors. Permit horizontal 
control of light beam to conform 
to specific area lighting require- 
ments or to keep light out of 
camera lens. 


Special 3200°K filter. High-silica 
glass, accurately balanced for Type 
B film. 


Diffusing filter. Spun-glass scrim 
provides soft, even, diffused light 
for close-up work. Includes remov- 
able spread lens. 


TELEPHONE £ ELECTRONICS 


‘ 

Pad 
| 
Pj 
wil 
Re 
12-FOOT CORD 
itt 
d at AR 
the side or 30” to the 7 Original equipment also includes: ber 
rear of camera. { 
Mi 
. . 115° x 50° or 60° x 53° beam By 
Da 
Be 
| 
| 
| / 
&/ 
q 
UW 
4 


BEHIND THE CAMERAS 


Continued from Page 714 


Froyp Crosspy, ASC, “Premature Burial” 
(Eastman Color & Wide Screen; Roger Cor- 
man Prod.) with Ray Milland and Hazel 
Court. Roger Corman, producer-director. 


Burnett Gurrey, ASC, “Kid Galahad” (Mi- 
risch Co.; UA release; color) with Elvis 
Presley and Gig Young. Phil Karlson, direc- 
tor. 

Jor. MacDonatp, ASC, “Taras  Bulba” 
(Harold Hecht Prod. for UA release; shoot- 
ing in Salta, Argentina) with Tony Curtis 
and Yul Brynner. J. Lee Thompson, direc- 
tor. 

Storz, ASC, 
Show’*; Commercials*. 
Jack Hitpyarp, “The Road to Hong Kong” 
(Melnor Prod.; UA release; shooting in 
London) with Bing Crosby, Bob Hope and 
Joan Collins. Norman Panama, director. 

Sam Leavitt, ASC, “Advise and Consent” 
(Otto Preminger Prod.; Columbia release; 
Panavision; shooting in Washington, D.C.) 
with Henry Fonda and Charles Laughton. 
Otto Preminger, producer-director. 


KEYWEST STUDIOS 


Frep West, ASC, (Family Films) Series of 
Religious pictures. 


KTTV STUDIOS 
Ray Foster, ASC, Commercials* 


“Candid Camera 


METRO-GOLDWYN-MAYER 


Lucien BaLtLtarp, ASC, “Guns in the After- 
noon’ (Color & C’Scope) with Randolph 
Seott and Joel McCrea. Sam Pickinpah, di- 


rector. 


ArtHur Ariinc, ASC, “Boys’ Night Out” 
(C’Scope & Color: Embassy-Kimco-Filmways 
Prod.) with Kim Novak and James Garner. 
Michael Gordon, director. 


Craupe Rozier, “Rififi in Tokyo” (Cipra 
Prod.) with Karl Boehm and Charles Vanel. 
Jacques Deray, director. 


DevERMAN, “Call to Danger”* (pilot) 


Atpo Tontr, “Damon and Phythias” (Color 
& Wide Screen; shooting in Rome) with 
Guy Williams and Don Burnette. Curtis 
Bernhardt, director. 


PAUL VOGEL, ASC 
Directing the photog- 
raphy of ‘‘Wonderful 
World of the Brothers 
Grimm” in Cinerama at 
MGM studios. 


Daniets, ASC, “How the West 
Was Won” (MGM-Cinerama Prod.; Epi- 
sode 2; shooting in Colorado) with Gregory 
Peck and Debbie Reynolds. Henry Hath- 


away, director. 


Miron Krasner, ASC, “Two Weeks in 
Another Town” (C’Scope & Color; shooting 
in Rome) with Kirk Douglas and Edw. G. 
Robinson. Vincente Minnelli, director. 


Lucien Anpriot, ASC, “National Velvet”*. 
Harkness Smirtu, “Dr. Kildare”*. 
Wittiam Spencer, “Cain’s Hundred”*. 
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Pittack, ASC, “Father of the 
Bride’’* 
Rosert Surtees, ASC, “Mutiny on the 


Bounty” (Ultra Panavision & Color; shooti 
in Tahiti; Arcola Prods.) with Marlon Bran- 
do and Trevor Howard. Lewis Milestone, di- 
rector. 


Vocer, ASC, “Wonderful World of 
The Brothers Grimm” (MGM Cinerama; 
Geo. Pal Prod.) with Laurence Harvey 
and Karl Boehm. Henry Levin and George 
Pal, director. 


Jack Swain, “Rawhide”*, 


LEE GARMES, ASC 
Directing the photog- 
raphy of “Hemingway’s 
Young Man” in Cin- 
emaScope and color at 
20th Century-Fox stu- 
dios. 


PARAMOUNT STUDIOS 


DANIEL Fapp, ASC, “The Pigeon That Took 
Rome” (Llenroc Prods.; shooting in Rome) 
with Charlton Heston and Elsa Martinelli. 
Melville Shavelson, producer-director. 


CLotuier, “The Man Who Shot 
Liberty Valance” (John Ford Prods.) with 
James Stewart and John Wayne. John Ford, 
director. 

Marcuties, ASC, “Outlaws’’*. 


Watrter ASC, Boces, 


ASC, “Bonanza”* 
FRANK PHILLIPS, “Have Gun Will Travel”*. 


PARAMOUNT SUNSET STUDIOS 
FLeet Soutucott, “Gunsmoke’’* 
Lester SHorr, ASC, “Pete and Gladys’’*. 
REPUBLIC STUDIOS 
CHARLES Burke, “Target the Corruptors”*. 


Georce Diskant, ASC, “Dick Powell 


Show’*. 
Witrrip ASC, “Robert Taylor De- 
tectives”*, 
Howarp Scuwartz, “Mrs. G Goes to Col- 
lege”*. 

REVUE STUDIOS 
Ray ReNNAHAN, ASC, “Laramie”*. 
JoHn Russett, ASC, Beny. Kune, ASC, 
Rosert Goucu, “Frontier Circus’’* 
Ertis THackery, ASC, “Wells Fargo”* 
Joun Warren, ASC, MaArcu_ies, 
ASC, “The Investigators” * 
LioneL Linpon, ASC, JoHN Warren; ASC, 
Henry Freuticuw, ASC, “Thriller’* 
Rosert Goucn, “Tall Man”*; 87th Pre- 
cinct”’* 


DALE DEVERMAN, Marcutties, ASC, 
JoHn Warren, ASC, “Alfred Hitchcock Pre- 


sents’’* 

Beny. Kutne, ASC, Marcuties, 
ASC, Frep ASC, “Checkmate”* 
Henry Frevuticu, ASC, Bens. Kine, ASC, 
“General Electric Theatre”* 

JoHN Warren, ASC, Jack MacKenziz, ASC, 
Frep Manni, ASC, “Bachelor Father’* 
LioneL Linpon, ASC, Beny, ASC, 


“Alcoa Theatre’’*. 
Continued on Page 762 
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You can count on us. 


¢ Sound ¢ Editorial 


* Laboratory Services 


f 

} 

| 


1905 FAIRVIEW AVENUE, N. E. 
WASHINGTON 2, D. C. 
PHONE LAWRENCE 6-4634 
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CAPITAL FILM LABORATORIES, INC. 


TECHNICAL QUESTIONS AND ANSWERS 


Q.— How was the car in Walt Dis- 
ney’s “Absent Minded Professor” made 
to appear flying in the air; also, how 
were the basketball players in this 
same picture catapulted into the air as 
if actually bouncing high because of 
the trick rubber compound on soles of 
their shoes?—H. G. T., Woodstown, 
N.J. 


A.—The flying car sequences were 
achieved by a travelling matte process 
that utilized cadmium _ illumination, 
The process involved suspending the 
car against a red background illumi- 
nated with red lights, and lighting the 
people and car with green light. These 
scenes were photographed on Eastman 
Color negative with a standard Mitch- 
ell 35mm camera. Separation negatives 
were then made from the E-C negative, 
and with the combined use of the 
optical printer and previously photo- 
graphed aerial backgrounds, the se- 
quences were completed. 

The players in the basketball game 
were made to jump to_ enormous 
heights by means of “invisible” wires 
and compressed air catapults operated 
out of camera range. : 


Q.—How can I shoot a scene ina 
drive-in theatre and be sure to register 
the live action on the drive-in screen? 


—L,. R., Manhattan Beach, Calif. 


A.— Chances that you can success- 
fully photograph such a scene with 
an ordinary motion picture camera 
are slim. First, the brilliance of the 
average drive-in theatre screen is im 
sufficient to enable you to photograph 
a picture thereon with a conventional 
camera. If you did get an image, it 
would vary in intensity from frame to 
frame and have other adverse visual 
effects due to fact that your camera 
shutter would not open and close m 
sync with shutter of projector. 
When a scene such as you describe 
is produced for a feature film, it iS 
usually done by background projection 


Continued on Page 722 
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Catalog No. 1443... 


... Price $256 


CINE SPECIAL 
Twin-Lens Turret with 200' 
Magazine and Motor. 

Catalog No. 1470 
Price: $126.00 


BELL & HOWELL 
Camera with Coupled Tur- 
ret, 400' Magazine and 


Motor. 
Catalog No. 1430 
Price: $160.00 


HEATER BARNEY 


the 


BIRNS & SAWYER | 


BARNEY PROTECTS CAMERA AND FILM 
FROM WIND, RAIN, SNOW AND COLD 


Heater Elements Operate from 110/120 VA Current 55 to 225 Watts 


HULCHER 
Catalog No. 1475 
Price: $140.00 


Newest in a Growing Line of Functional Accessory Products 
for Documentary.and Instrumentation Filming is the Birns 
& Sawyer Heater Barney, a Warm-As-Toast Camera Parka 
which operates to — 60° F. 


Multiple Layers of Insulation, including Aluminum Foil, 
Sheet Lead, Kapok and Wool, Fibreglass and Flannel 
Keep Heat Loss to a Minimum. Tough Outer Coating of 
DuPont Fabrilite, in White Cordova, Provides Weather 
and Abrasion Protection. 


Models Available for Every Instrumentation Camera, in 
both Sound and Heater Designs. Shown at left: Birns & 
Sawyer Barney for 16mm Mitchell with 1200° Magazine. 


FASTAX WF4 FASTAX WF3 
Fastax iémm with 400° Also fits WF3T, 
Capacity. lémm x 100° Load. 


ity 
Catalog No. 1453 
Price: $184.00 


Catalog No. 1451 
Price: $168.00 


Other Models Available for Arri 16 and Arri 35, Mitchell 35, Fairchild, Auricon, Photo-Sonics, etc. 
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for 
MOTION PICTURE PRINTERS 
at | 


UHLER CINE MACHINE CO. 
15762 Wyoming Avenue, Detroit 38, Mich. 
g Phone: UNiversity 1-4663 © Cable: UHLCIMA 


FILM ROLLERS 


roliers with stainless steel Dal) m 
bearings. 3 
Write for 

catalog. 


METAL MASTERS 


5599 University Ave. 


Special plastic — Proven design — Inert to 
strong chemicals. Other sizes available. Also 


San Diege 5, Calif. 


— The man who sharpens his 


pencil to figure costs... 


CAMERAS ¢ LIGHTS * ACCESSORIES 


Cameras: 16mm & 35mm—Sound 
(Single or Double System)—Silent 
—Hi-Speed—Instrumentation 


Lighting: Arcs—I|ncandescents 
—Spots—Floods—Dimmers— 


It makes sense, it saves dollars to rent 
from CECO. What’s your problem? — 
a 6-second ID or a giant spectacular? 
Reflectors—All Lighting Accessories fj CECO’s store rooms are bulging with 
the world’s finest and newest photo- 
Mounted graphic equipment. 
Everything is checked out to perform 
“better than new’. All normal ser- 
Selene tier vicing is provided FREE. Ask your 
Cranes, Dollies: Crab—Western- @ 2°¢COUntant why you save money when 
| you rent instead of buy. For quick 


Portable Panoram 
Lenses: Wide angle—Zoom—Tele- action, call JUdson 6-1420 — today! 


photo—Anamorphic 


Editing Equipment: Moviolas 
—Viewers—Splicers—Rewinders 


CQuipment 


315 W. 43rd St., N. Y. 36, N. Y. JUdson 6-1420 


Projection Equipment: 16mm & 

35mm—Sound & Silent—Slide— Camera Equipment Co., Inc. 

Continuous Dept. 315 W. 43rd St., N. Y. 36, N. Y. 
Television: Closed Circuit TV Gentlemen: Please rush me your FREE complete 


catalogue of Rental Equipment. 


Camera Cars: 


® ™ #707529 


in Hialeah, Florida: 
Camera Equipment Co., Inc. of Florida 


- 51 East 10th Ave. ¢ TUxedo 8-4604 


722 j 


4 


film plane—H. R., Seattle, Wash. 


QUESTIONS & ANSWERS 


Continued from Page 720 


or travelling matte process, both of 
which involve costly and _ intricate 
equipment. 


©.—— / am interested in a filter slog 
for my Bell & Howell 70-DR camera, 
A local camera repair shop proposes 
a slot that will slant forward abou 
1/16 of an inch from top of camera, F 
am told filters either in front or be a 
hind the lens should be parallel to the = 


A.— Where the camera does not per ann 
mit viewing the scene through the = 
taking lens and the filter, it is pos 

sible (but of course not always) that ae 
some distortion may occur if the filter 7 
is slanted as little as 1/16 of an inch. =e 
And a gelatin filter used behind the 

lens at any angle is likely to prove a” 
source of trouble. J 

For these reasons, it is advisable te 

mount the filter in front of the cam: 

era lens—either in a filter mount oF 

in a matte box. 


Q.—/ recently purchased several 
rolls of 16mm Ansco Color sound film iii 
which I cannot run through my Key- > ae 
stone 161 projector. It would cost me oe 
over a hundred dollars to have a dupl- iii 
cate made on double-perforated film. a 
Where can I have this film perforated 
on the other edge so I can project it? 
—E. H. K., Milwaukee, Wisc. 


A.— Flora Color, 1728 No. Mariposa 
St., Hollywood 27, Calif., can Te 
perforate your 16mm Ansco Color 
film. 


Q.—To edit 16mm films soon to §@ 
into production, we shall need a 16mm 
sound projector that can be stopped, 
started and single-framed by remote 
control. Is such a projector availabler 
—R.L., Neenah, Wisc. _ 


A.—L. W. Photo Products C0, 
P.O. Box 147, Northridge, Calif., are 
marketing the L-W Photo-Optical Data 
Analyzer, which is a converted Kodak 
16mm Analyst projector that permit 
variable speed viewing of silent 16mm 
films from “still projection” to 24 fps 
without flicker. Its operation is remote 
controlled. 
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¥ developing color negatives © additive color printing © reduction printing including A & B color 

Slide film processing * blowups ® internegatives * Kodachrome scene-to-scene color balanced 

1%! printing Ektachrome developing and printing registration printing plus complete black and 
_@ white facilities including cutting rooms, storage rooms and the finest screening facilities in the east. 
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* CAMERAS, 35MM 


WALL SINGLE SYSTEM; 4 Baltar lenses, 1000’ mags; 
RCA Galvo; RCA Amplifier; 12v Motor ............ $3995 .00 
i, 3 Goerz Apogar Lenses, 200’ 


MITCHELL SINGLE SYSTEM, 4 Baltar lenses, 3-1000’ 
magazines; viewfinder; mattebox; 12V motor; Modu- 
lite galvanometer. Originally $9000............. ---$ 3950.00 

EYEMO 71P, 2-400’ mags, 110V AC/DC motor, 3 Cooke 
Speed Panchro lenses. 2 cases $595 .00 

DEVRY Magic Eyes: 0-10° variable shutter: 2” 
lens $149.50 


* CAMERAS, 16MM 


EK CINE SPECIAL I! w/100’ chamber, 3 Ektar lenses— 
15mm 2.5, 25mm f1.4, 40 mm f1.6; PAR Adapter 
® and beam splitter $795 .00 
B & H with handgrip, single lense for 
S mount 49.50 
AURICON SUPER 1200, Zoomdoor, VD galvo, naas7 
Amplifier, 2-1200’ mags, TVT shutter, Cases, 
$6100 when new 
CINE SPECIAL, 4 lens turret, PAR 400° adaption, less 
mag, filter slots, fade attachment, 3 lenses—Angenieux 
10mm f1.8, Ektar 25mm f1.4, Century 6” tee all 
accessories, $2800 value $1350.00 
BOLEX converted 400’ mag., rackover, telescopic finder, 
110/24v motor. Close out, good as is $295 .00 
B & H 70 DA Filmo w/single frame; iris vignetter, 
fader; 110V AC/DC motor; 7 fine lenses; oye 
finder: 5 objectives, filters, $700 value, likenu ..$395.00 
MAURER 05; Syncmotor; 400’ magazine; viewfinder: 3 
B&H FILMO Turret Automaster Autoload, f1.9 lens, 
case. Originally $350 $69.50 
CINEPHONIC, Magnetic recording, 400’ Mitchell mag, 
3 Elgeet lenses, turret, transistor amplifier, power 
supply, mike, Pro Jr. tripod and triangle. Originally 
$3000, likenu $1495.00 


* CAMERA ACCESSORIES 


Pan Cinor 70 lens f2.4 with S mount and series VIII 


filter $150.00 
CECO Gyro Tripod, Jr. type legs & case $395 .00 
SPEED PANCHRO 18mm fi.7 lens for 35mm Arriflex. 
Likenu $395.00 
TRICYLE DOLLY with seat and steering 
$139.50 

RABY BLIMP for Mitchell NC, follow focus gears, 
$1500 value $995.00 
HOUSTON FEARLESS TC-1 Television Camera Crane. 
Factory price $5800, likenu $3495.00 
400’ bipack magazine $149.50 

PHOTO RESEARCH Spectra Meters with filters, 

sphere, case. 2 Color $129.50 
RABY studio dolly $895.00 


MOTORIZED DOLLY head 7’ boom height; 
2 seats; hihat; brackets for lites. 


$4000 originally $695.00 
EYEMO 6V Motors, 8/48 fps; New $74.50 
CECO CINE Special Blimp, syncmotor $395.00 


* LABORATORY EQUIPMENT 


MACBETH QUANTALOG, Photometer, transmission at- 
tachment. $870 list, likenu $695 .00 

NEW B & H 35mm Main Sprockets for D penne. 
$500 value $295.00 

EASTMAN 16mm EDGE NUMBERING machine with new 


numbering block 445.00 
DUPONT— 35mm EDGE NUMBERING com- 
plete $1295.00 


EASTMAN 35mm Film Waxing Machine. Rebuilt. , Orig 
nally $1500 $495.00 


$3995.00 


* ANIMATION & SPECIAL EFFECTS 


GIANT ANIMATION STAND 11” high. 360° rotating art 
table, 26” E/W, 16” N/S, 6’ Zoom, handwheels, 
counters, 3 motors. Custom built for $8000, never 
used (plus crating, fob Southwest) . $1995.00 

PATHE 35mm FILMSTRIP Camera; Lens; 4-200° mags; 
single frame, forward and reverse syncmotor, frame 
counter; switch. Reconditioned $695.00 

CINE SPECIAL ANIMATION Motor, New $299.50 

ACME 7’ Animation § stand, E/W/N/S_ movements, 
sliding pegs, B&H 35mm camera, Acme stopmotion 
motor. $12,500 value $3795 .00 

B&H 35mm Animation Cameras; 400’ magazine; dis- 
solve $3500 original cost $1250. 
SAME with thru-lens focusing $1750.00 


* MOTION PICTURE PRINTERS 


B & H 35mm D Sound Printers less. shutters. New Motor 
flywheels installed $1795.00 
B&H OPTICAL REDUCTION 35/16mm picture printer; old 
model 56; w/semi-automatic litechange; as is $495.00 
RCA REDUCTION PRINTER, 35/16mm_ soundtrack, 180 
per minute. $9000 value, excellent.................... $3500.00 
BUILT 35mm Step Printer, pilot pin 
DEPUE PRINTER 35mm DUAL SOUND & 
Prints from two negatives $1295.00 
B&H Printer, 35mm step contact, pilot pin spreaders, 
semi-automatic light change. 
Original cost $4000 $995.00 
CINECOLOR Double Head 35mm Step Printer with 
automatic lite change and timing device. Originally 
$12,000. (Bank foreclosure) $2495.00 


* LIGHTING EQUIPMENT 


NEW GARNELLITE GC 12 telescoping stands, 
$25 value $14.95 
PORTABLE 220/110V POWER UNT; 3000W; voltmeter; 
Variac; fused circuit breakers; heavy cables; 6 double 


plugboxes; 4 standard outlets $195.00 
CENTURY 8” LEKOLITE with iris and framing susiners. 


Likenu 
KLIEGL FLUORESCENT Fixtures w/separate ballast, panta- 
graph hanger. Take 6 slimline 64” lamps. $397 list, 
excellent $99. 50 
LARGE SILVER REFLECTORS, hardwood hinged frames 
with su 
ft. x surface $37.50 
4 ft. single surface $42.50 
BARDWELL. McALISTER 750W Baby Keglite heads..$39.95 
BARDWELL-McALISTER 2000W Spots, likenu.......... $89.95 
MOLE RICHARDSON 2000W Spots, black 7£412....$79.95 
MOLE RICHARDSON 5000W Spots, black #£415....$149.95 
MOLARC 150 amp. head, grid and pedestal. List 
price $2410 when new $795.00 


* RECORDING EQUIPMENT 


MAGNASYNC X-400 16mm Recorder with extension arms, 
separate speaker $795.00 
FAIRCHILD CONTROL TRACK Generator 141A........$149.50 
VELAZCO 17.5mm_ Recorder with 2 syncmotors and 
torque motor. Close out $295 .00 
ATLAS 18’ MIKEBOOM, Collapsible dolly, 
list $650 $249.50 
HALLEN 16mm _ TRANSISTOR RECORDER, Amplifier, 
separate playback power amplifier; speaker. 


Likenu 
MAURER D. 16mm Optical Recorder, negative; 4 pos. 
mixer; noise reduction amplifier; 400° mag. Excel- 
lent -$2995 .00 
RCA 35mm OPTICAL RECORDERS, 220V 3 ph syncmotors, 
bilateral galvo, 1000’ mag. used, as is ....... $1995.00 
KINEVOX -4-position mixer, AC operated, 
Cost $495 $225.00 
STANCIL HOFFMAN Model S-6 Sync 17.5mm Mag. 
Recorder & Reproducer, P24C Power Supply, oy 
back amplifier, cases. Originally $895. 
STANCIL HOFFMAN S-5 edge or center 16mm siren 
Originally $2000. Comp .00 


BACKGROUND slide Projector, 4000W, 


ONE-STOP 


.0.S. SPECIALS 
THE 


NEW...USED...REBUILT...SURPLUS. 


Price Reductions!! Write, Wire or Phone Before it is Too Late!! 


Take Advantage of These Treme 


* PROJECTORS, BACKGROU 
PREVIEW 


KODASCOPE PAGEANT 2 case Sound 
Deluxe speaker 


capacity. Footswitch; forward; reverse; bisp 
slospeed. Includes amplifier and rolling 


$1000 orig. x 
FILMCRAFT 35mm Movie Background Process Oulie 
for details. $15,000 value (Bank foreclosurel $i 
SIMPLEX Acme 35mm Arc Sound Projector with 


pedestal 
PREVIEW Interlock Aapaceosies DeVry, 1000W Ie 
picture and sound s 


MOVIOLAS, EDITING MACHI 


MOVIOLA PREVIEW 35mm UDPVS, 
rebuilt. 
Same with 

MOVIOLA 35mm UDS, separate picture and sou 
on stay | stand 
MOVIOLA 35mm UDCS iseparate sound and ¢ 
picture/magnetic optical, footage counter, On 
stand. Excellent 

MOVIOLA 16mm ULC bullseye composite he 
sound, rolling stand $ 

AKELEY 35mm Viewer, sound and composite 
aerial image. Original cost $3000; closeout. 

CECO 35mm VIEWERS, $600 orig. Likenu ae 


* FILM PROCESSING EQUIPM 


HOUSTON CONVERTED 11B Reversal/Neg/Pos wi 
frigeration, recirculation. Reconditioned ...... $ 
GPL 401 HI-SPEED 16 mm Spray 
Reconditioned. Originally $8000 
HOUSTON 16mm PROCESSOR A-11 will handle S5aq 
changing rollers. Dalite loading, neg/pos/reversd 
control incomplete, otherwise appears g wae 
FILMLINE Il6mm RACETRACK REVERSAL Processor 
$5450. pecial price web 
HOUSTON FEARLESS: "228 neg./pos, processor; fe 
ture control; recirculation; 1800’ 4 he As is $1 


perature control. Recirculation, air Fol 
gees. Cost Cuban government $35,000. Rebui 
new 


* CUTTING ROOM SUPPLIE 
B&H FOOT SPLICERS, excellent condition. 


FOSTER AUTOMATIC REWIND on table wis 
lite, 110V AC 60 cy. hvy. duty motor, 100 
control, speeds Zero to 875 RPM ..-+----n-evenseneemm 


* CAMERA MOTORS an 
ELECTRICAL 


SPENCER INDUSTRIAL VACUUM cleaner, rollabe 
new hose, recond. $700 originally.. or" cold 
200 Amp. GENERATOR, 110DC, water cool 
on 4 wheel trailer. $2500 value 
INTERLOCK DISTRIBUTOR, 
220V 3ph for recording studio oh 
220V 3ph for recording studios..... 
cabinet with absolute ~ frame 


INTERLOCK MOTORS 220V_ “for “Mitchell 
Cameras 
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CLEANER 


The 

Ultra- 

Modern 

Way to 

Safely! 
MACHI 

COMPLETE 
Only 


$3600 


leg/Pos wi 
$ 


Anatic 16/35mm Film Cleaning Machine does 
work and better than machines twice the 
lit has been thoroughly tested under the 
wacting laboratory conditions. Films with 
ihe softest emulsions emerge scratch-free, 


a $2 itlean and clear—safely removes all dirt, 
hice 0) and smudges. Foolproof safety factors 
precious negatives. 


. Asi Malic requires no previous experience or 
lhe operator simply throws the switch and 
j. Full %Memalic does the rest. Over 1000 ft. of film is 
supey. 7 Mt every six minutes. One person can op- 


thattery of these machines—a tremendous 
saver, 


Film Wash for 16mm and 35mm Film 
i Air-Blast Squeegees (pat. applied for) 
lel Non-Scratch Buffers 

ites Only 15 Ft. of Leader 

atic Operation—Pushbutton Control 

med for Originals and Release Prints 

ous Air and Solution Filtering — 

it Solution Level Indicator 


P Torque Motor, Adjustable, Reversible 
1H, Film Capacity, Reels or Cores 

fever 10,000 Feet per Hour 

mission, Silent Timing Belt 


RReg. Trademark Write for brochure 


Unnumbered films cause confusion and loss of time! 


This NEW model overcomes the problem of 
to 35mm. Provides a 
direct numerical reference between both sizes....$3750 


matching 16mm _ film 


STANDARD MODELS: Designed to edge number every foot of 
17%,2mm, 35mm films and simplify the task of checkin ng 
titles and footage. The MOY VISIBLE EDGE FILM NUMBERIN 
replaces cue marks, 
punches and embossing—does not mutilate film. Bot 
and positive films can be numbered. Non-magnetic parts do 
_not affect magnetic film. $239 


16mm, 


MACHINE 


perforations, 


messy crayons, 


negative 


CONVERSION KITS: For changing operation from pao 


35mm or 35mm to 16mm 


5 


SPECIAL KIT: To convert 35mm Moy to 17'%2mm $475 4 


> 


Write for brochure 


Most advanced HEAVY-DUTY 
production ‘machine de- 
signed to apply magnetic 
striping to ALL standard 
sizes of motion picture film. 
Processes from 1800 to 3300 
feet of film hourly. Chang- 
ing over from one size film 
to another takes less than 
five minutes. 


SCF 2 applies full coating, 
single or multi-tracks in one 
operation on any film width 
from 8mm to 70mm. Com- 
plete uniformity of magnetic 
coating thickness is ensured 
through micrometric adjust- 
ment. 
stopped at any stage with- 
out loss of magnetic coating 
or sound continuity; speed is 
smooth and continuous con- 
trol is maintained: from O to 
50 ft. per minute. A new 
radar type micrometric con- 
trol of stripe thickness avail- 
able as an accessory for 
darkroom operation when 
striping raw stock, 


Striping section only with 
complete applicator assem- 
bly is available to labs for 
integration into their own 
machine. Length 6'2”; Width 
2'2”; Height 4'8”; Weight 
830 bs. 


Machine can be 


MOY 16-FRAME 16mm Film fdge Numbering Machine 


om 


SONOCOLOR SCF2 


Magnetically Stripes ALL Sizes of Movie Films 


SONOCOLOR Patented Striping Unit 
Complete with choice striping applicators 


, FOB New York 
LEASE TERMS: $350 Down—As Low as $184.50 Monthly 


Distributed in the United States and Canada Exclusively by S.O.S. 


— 


ormerly 


HOllywood 7-212 


CINEMA SUPPLY CORP. 


602 WEST 52nd STREET, NEW YORK 19, N.Y. — Phone: Plaza 7-0440 — Telegram: “FAX, N.Y.” 
WESTERN BRANCH: 6331 Hollywood Boulevard, Hollywood 28, California — Phone: 
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PRE-RUMBLE BALLET—Daniel Fapp's camera crew, high up on Chap- “West Side Story.’’ A lengthy and impressive sequence of the pic- pre 

man crane boom, lines up Panavision-70 camera during a rehearsal ture, it was photographed in actual New York City streets, where of 

of New York slum gang members in ballet-type dance number for powerful booster lights augmented sunshine to illuminate the scenes. ; 
juv 
say 
of « 


PHOTOS BELOW and at right represent cross-section of the fine color 
photography of ‘West Side Story.’ In scene below, gang members 
advance on a rival gang in song and dance. Some effective lighting ser] 
is displayed in next scene of the lovers ‘discovering’ each other. 
And in scene at far right, Natalie Wood and Rita Moreno apprehen- 
sively await outcome of gang fight. 


By HERB A. LIGHTMAN 
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AS “WersT Story” begins to throb and slash 

its way across the giant Panvision-70 screen, 
even the most blase spectator becomes sharply 
aware that he is watching something unique in a 
motion picture. Long after the film’s final fadeout 
he will still be enmeshed in its spell, jolted by its 
impact. For “West Side Story” packs a multi- 
megaton wallop. 


Technically, the picture approaches the peak of 
cinema artistry in that it is a perfect amalgam of 
the many separate crafts and skills that comprise 
this complex art. It employs the various cinematic 
elements as they are ideally meant to be used— 
imaginatively, excitingly and with the highest tech- 
nical skill. Although adapted from a Broadway 
hit, the picture is far from a photographed stage 
play. Greatly expanded in scope and because of 
the expert application of the fluid, kinetic techniques 
peculiar to the screen medium, it emerges as pure 
cinema. 


Imaginative Lighting 


High up on the list of creative talents responsible 
for the film’s excellence is Director of Photography 
Daniel Fapp, A.S.C., whose imaginative lighting and 
camerawork complement and enhance the dynamic 
concept of the total production. 


“West Side Story” is no ordinary musical filled 
with pretty chorines and catchy tunes. Rather, it 
is a serious drama—with music; somewhat ap- 
proaching opera in form. As a powerful indictment 
of prejudice and the social conditions that breed 
juvenile delinquency, it has something important to 
say and says it with thunderbolt force. There are, 
of course, moments of lightness—of tender romance 
and even hilarious comedy—but it is essentially a 
serious story about serious social problems inter- 
woven with a tragic love story. 
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TWICE an Academy Award 
contender for best Cinemato- 
graphy (“Desire Under The 
Elms,” 1958; “The Five Pen- 
nies,” 1959), Daniel Fapp is 
a certain contender again 
this year with “West Side 
Story.” For 17 years he was 
one of Paramount Studios’ 
top directors of photography. 
He left Paramount in 1959 
to freelance. His most recent 
assignments: “One, Two, 
Three,” for Mirisch Brothers: 
“The Pigeon That Took 


Rome,” Paramount. DANIEL FAPP, ASC 


The basic plot—with no apologies to Shakespeare 
needed— is that of “Romeo and Juliet.” But this 
time the place is upper West Side Manhattan; the 
“Romeo” is Tony, an idealistic native-born Ameri- 
can boy; while the modern-day “Juliet” is Maria, 
a pure and beautiful recent arrival from Puerto 
Rico. They fall hopelessly in love at first sight 
during a dance in the high school gymnasium, but 
the local Montagues and Capulets (rival street gangs 
representing their respective ethnic groups) clash 
in violence, keeping them apart. The resultant 
“rumble” ends in mass tragedy, with the implied 
statement that mutual understanding must replace 
such violence if man is to survive. 


Photographic Approach 


Because of the film’s serious theme, arriving at a 
suitable photographic approach posed a problem. 
On the one hand, a starkly realistic style seemed 


Continued on Page 754 
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WHAT SHALL 
PUT 
THE CAMERA? 


If your release prints are to be 16mm 
black-and-white, you may use any of five 


different camera films. 


§ bem, DECISION AS TO what film to use in the 
camera—l6mm or 35mm, color or black-and- 
white—should take into consideration 1) whether 
35mm as well as 16mm prints will be required, 
2) whether both color and black-and-white prints 
may be required, 3) the difference in laboratory 
costs your choice may involve, 4) protection of the 
original film, 5) quality of the eventual 16mm re- 
lease print, and 6) any complications which may 
be involved in using a particular type of film stock. 

General Film Laboratories, Hollywood, in its 
monthly publication Rewind for September, points 
out that where the prints are to be in 16mm, there 
are five different choices one can make as to the film 
to use in the camera: 


1. 35mm black-and-white negative. 

2. 35mm color negative. 

3. 16mm black-and-white reversal. 

4. 16mm color reversal (Ektachrome). 
9. 16mm black-and-white negative. 


In the ensuing paragraphs from the Rewind ar- 
ticle, pros and cons are offered for each choice. If 
both 35mm and 16mm black-and-white prints will 
be required, 35mm B&W negative is the obvious 
choice for the camera. While it is possible to make 
a blow-up B&W negative in 35mm size from 16mm 
width B&W film, the result cannot compare in qual- 
ity with an original 35mm exposure, and part of 
any economy realized in shooting 16mm for 35mm 
would be offset by the blow-up costs. 
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If both color and B&W prints are to be madi . 


color film is the only choice for exposure—eith 
16mm color reversal or 35mm color negative, witl 


the same qualifications as in the preceding para 


graph. For instance, you wouldn’t shoot 35mm colg 
unless 35mm color prints were required. (A goga 


16mm color original will blow-up successfully to | oe 


35mm, but this is another subject). ais 
Many final choices are dictated by budget—wis a 
camera stock will cost the least and still do the joj 
acceptably. On this basis, 35mm is eliminated # 
favor of one of the 16mm films. This is because the 
producer would pay more for raw stock, processing 
and other related services in 35mm than he would 
for comparable quantities of raw stock and lab serve 
ices in 16mm. 
The producer can provide for protection of iii 
original film with any of the various types of raya 
stock available to him (but with varying effects On. 
quality, which we'll go into later). 
If he uses 35mm negative, he may 1) make@ 


35mm master positive (still referred to by lab mem 2 


as a “fine grain”) from the edited negative, to i 
set aside for possible use should the original nega 
tive be damaged or worn; or 2) he may immediate 
have a dupe negative made from the master positivg 
and have all release prints made from the dupe; 
Should the dupe become damaged or worn in priag 
ing, another dupe is then made. 

If he exposes on 16mm B&W reversal film, hg 
normally edits his scenes in A&B rolls, from whigl 
is printed a 16mm dupe negative. Release printing 
is from the dupe negative, which is easily replaced 

The same steps are followed if he shoots on 16mm 
color reversal stock, such as Ektachrome. The omi@ 
inal is edited in A&B rolls, from which the ii 
makes a 16mm panochromatic dupe negative fm 
black-and-white release printing (or a 16mm Ccolge 
internegative for color positive release printing). 

Protection is also possible with 16mm B&W cam 
era negative film, following the same steps as@# 
35mm—making a 16mm master positive and from 
it a dupe negative. However, this method results m 
some loss of quality. 

Up to now, we can all pretty much agree. But, 
when we get to the question of comparative quality 
of the 16mm release printing by the various meth- 
ods, we may run into disagreement. 

Setting aside ‘the print differences that may result 
from differences in the camera equipment used, 
skill of the lighting man and cameraman, and $ 
ject matter, the following evaluations by General 
offer a dependable guide: 

Top quality in a 16mm print is achieved by ex 
posing on 35mm negative, then reduction orrinting 
of the print or release contact printing from a 3 
32mm dupe negative—reduced from a 35mm mas 
ter positive. 

Continued on Page 750 
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OWERED 


Most versatile movie light ever made! 
It goes anywhere. Lights anywhere. Makes 
it easier for you to shoot effectively under 
any conditions. 

NeW 30-volt, Battery-Powered SUN GUN 
Movie Light is completely portable. Gives 
plenty of light for any job. Allows complete 
flexibility for every kind of news and loca- 
tion situation. 

It’s a battery-powered version of the remark- 
able SUN GUN that Hollywood studios 
have proved in use for over a year. Com- 


SYLVAN 


SUBSIDIARY OF 


plete unit weighs only 16% pounds includ- 
ing battery. Yet pound for pound it 
outperforms any other battery-powered 
movie light made! 


The battery pack itself is specially designed 
for SUN GUN Movie Light by Frezzolini 
.. . world’s leading power pack designer. It 
measures only 10° wide by 3” deep. Re- 
charges automatically in a short time. Has 
built-in recharger with automatic cutoff to 
prevent overcharging, give extra-long life. 
Battery-powered SUN GUN is easy to han- 


GENERAL TELEPHONE ELECTRONICS 


dle, completely adjustable, fits any camera. 
For more details, see your supplier or write 
SUN GUN Dept., Sylvania Lighting Prod- 
ucts, Division of Sylvania Electric Products 
Inc., 1740 Broadway, New York 19, N. Y. 


ad SYLVANIA ANNOUNCES A SUN GUN MOVIE LIGHT YOU CAN -USE ANYWHERE! 
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WITHOUT 
MATTES 


How Chevrolet’s “Magic Ride” TV 


mercial was produced without benefit of 


conventional traveling matte techniques. 
By JOSEPH HENRY 


N HOLLYWOOD, where photographic or other pro- 

duction secrets are often jealously guarded, we 
have come to expect evasion whenever details are 
sought about the methods used to achieve some ex- 
traordinary visual effect in a picture. One hardly 
expects this attitude to prevail in the business of 
making TV film commercials. Still, when one thinks 
of it, TV film makers have the same reason for 
maintaining production secrets, too: to prevent 
rivals from employing their hard-earned methods 
for competitive purposes. Sometimes,: the secrecy 
maintained is only temporary, to give the developer 
of the idea opportunity to protect his achievements 
with a patent or copyright. 

Today, more than a year after its production and 
exhibition on television, the full story of how scenes 
showing two people riding in an invisible car were 
made has only partially been revealed. Ever since 
the “Magic Ride’’ commercial for Chevrolet auto- 
mobiles first flashed on the nation’s TV screens, peo- 
ple both in and out of the film industry have asked 
how the unusual visual magic was accomplished. 
The commercial, readers may recall, pictured a 
young couple blithely riding in an invisible car until 


the final seconds, when a 1961 Chevrolet material: ' 


izes around them. 
The commercial was made by Arco Film Produc- 


tions, Inc., of New York City under the direction of 


Arco president and executive producer Rene Oul- 


mann, working in association with Cinema et Pub- 
Continued on Page 752 


FRAME REPRODUCTIONS from Chevrolet's ‘“‘Magic Ride’’ TV 
film commercial. Couple rides invisible car through French 
countryside to demonstrate its smooth riding qualities and other 
features. The car, a new 1961 Impala, materializes around 
them in the closing scene, Trick effect was produced entirely 
without use of mattes. 
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TAKING THE REWIND BREAK 


(or the Pause that Refurbishes) 


Once a month there’s silence on the set, when General Film’s. 
newsy REWIND arrives in the mail... 

REWIND is rich in expert, up-to-date articles about equip- 
ment, new techniques, processing methods, jobs, confer- 
ences, conventions and other information vital to film 
production. 

To subscribe to REWIND simply send in your request and 
state your type of work. It’s distributed free of charge by 
General Film Laboratories, where unique service to the 
industry has made General the undisputed leader in the 


film processing field. 


GENERAL 


FILM LABORATORIES 


1546 Argyle, Hollywood 28, Calif. / HOllywood 2-6171 - central division / 106 W. 14th St., Kansas City 5, Mo. / GRand 1-0044 
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CAMERA ROLLING—Director of Photography Charles Lang, Jr., with hand raised (far left), signals 
starting of camera on exterior scene with Laurence Harvey and Geraldine Page for ‘‘Summer and 
Smoke," photographed in Eastman Color with Panavision lenses for Paramount Studios. S| 


THE LANG TOUCH 


Charles Lang, Jr., ASC, whose imaginative camera 
and lighting style enhanced such films as ‘“‘Gun 
Fight at the O.K. Corral,”’ “Last Train From Gun Hill,” 
and “The Magnificent Seven,” excels all these with 
his color photography of “Summer and Smoke.” 


By DARRIN SCOT 


‘| ‘HE TRANSFORMATION of a Tennessee Williams play into a motion 

picture is always a challenge, photographically, for there is inevitably 
an undercurrent of neurotic fantasy—a psychological never-never land 
of fears and phantoms existing solely in the minds of the characters, 
exploding ultimately into violent drama. Yet, the audience must be 
made to feel these unseen forces in order to bridge the gap of empathy 
with the tormented personalities of the story. Capturing this nebulous 
neurotic aura in visual terms is a delicate task, for one slightly wrong 
note sounded in as intimate a medium as the film could quickly turn 
drama into melodrama. The application of cinema techniques to Wil 


PHOTOS ABOVE from “Summer and Smoke”’ ; 
— reflect some imaginative lighting that marks  liam’s plays, therefore, has usually been with extreme caution lest the 
a scenes in this artfully photographed color delicate balance of credibility be strained. It is probably for this 
production. A ceiling background is given an Ti 

‘i interesting pattern of light and shadow in reason, too, that until now all of his dramas except “Cat On A Hot fin 


a top photo. Scene of men battling in cock Roof’? have been filmed in black-and-white. 


fighting pit is notable for dramatic effect of 
slagie ‘tight. source it. Paramount Pictures’ “Summer and Smoke” is the second Williams 


shows ac- play to come to the screen in color. In photographing it, Director of 
| ee Photography Charles Lang, Jr., ASC, has imbued the production with 


scene—in this case Geraldine Page. 
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all the dramatic impact of black-and-white pho- 
tography, but at the same time has made significant 
all the subtleties that only color can convey. Note- 
worthy is the fact Lang has studiously avoided any 
suggestion of “postcard” richness in his handling 
of the tinted medium. 

In meeting the challenge of interpreting an almost 
dreamlike stylization of dramaturgy in cinematical- 
ly realistic terms, Lang has managed to hit exactly 
the right visual note. His photography captures an 
almost tangible awareness of the fantasies existing 
in the minds of the main characters (both of whom 
refuse to face life as it really is) while at the same 
time never losing contact with reality and the feel- 
ing of real things happening in real places. 


Wide Departure for Lang 


The result is a sensitively understated, incisively 
keyed visualization of a mood vehicle, with the 
moods running a wide gamut. It is, by turns, brood- 
ing, ironic, humorous, wistful, piteous, lusting with 
sex, brutal and tragically compelling. In terms of 
style it is for Lang a wide departure from the lusty, 
leather-and-sweat photography which he applied so 
expertly to outdoor epics like “Gun Fight at the 
O.K. Corral,” “Last Train From Gun Hill,” “The 
Magnificent Seven” and “One-Eyed Jacks.” Dra- 
matically he points up every facet of Williams’ 
sometimes poetic, sometimes brutal story. 

In the film, Geraldine Page plays the repressed, 
idealistic daughter of a Southern small-town min- 
ister. Laurence Harvey is the handsome, wildly 
rebellious doctor who lives next door and whom 
she has loved ever since they were children. The 


CAMERA SET-UP for scene in Dr. Harvey's office where he gives Miss 
Page medical checkup. Director of Photography Lang (center) keeps 
close watch on proceedings to insure actors play scene to fit the light- 
ing. Note tape marks on floor indicating limits of player movement 
when camera is pulled back. 
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A 


LOOKING DOWN on camera crew shooting close range scene of Harvey 
and Miss Page. Lang, standing right of camera, watches action closely 
to make sure Miss Page does not step outside range of camera, which 
is indicated by tape marks on floor beside her. 


period is circa 1916. She is shy, sensitive, living 


within herself, imbued with the importance of the 
spiritual in her devotion to the carnal young medic. 
Too late, she admits her need for his physical love. 
Humbly, she begs him to take what she has denied 
him—but, by then, she has been placed on a ped- 
estal by the doctor as his inspiration for the lesson 
in values she has taught him in conquering his 
lecherous nature. For them there can be no ex- 
change of violent passions. He has found another, 
more earthly, love—and she settles for a shabby 
substitute. 


Visual Moods Dominate 


The film exudes visual mood from the opening 
frame of the prologue. A stone statue of a woman 
stands coldly brooding in a silent woodland glade. 


_ Fog swirls about the trees which seem to stretch off 


to infinity. In the distance, weird nether-worldish 
characters appear skulking between the trees. It is 
only when they get quite close that we realize they 
are children in witches’ garb carrying jack-o- 
lanterns. The photographic mood, frosty and omi- 
nous, was created by a combination of artificial 
fog (made from dry ice), a fog filter over the lens 
and sketchy lighting. In producing such an effect, 
Lang was careful not to overlight. In fact, he was 
‘nclined to dispense with all but the most essential 

Continued on Page 746 
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You feel it in the air. Everybody is alert to the challenge of 
"61. Producers and directors know that their next opus must 

exceed ail their past performances. Restless young men with 

fire in their souls are aprow!l for a vehicle that will launch them 
in orbit. Some of them will make it. 


-CECO is the hub around which most of this activity flows. 


Professionals are buying 


CECO BALANCED FLUID PAN HEAD 


A: spring balanced tripod 
head with silicone fluid 
panning action. Balances 


@®TM 707529 


AURICON “PRO 600 SPECIAL” 
CAMERA 


16mm camera with super-silent 
synchronous sound drive motor. 
Features 30% reduction in 
weight over previous Pro 600 
models. 


CECO CONE LIGHTS 


Floods large area with 
soft, shadowless light. 
750-1000, 2000 and. 
5000 watt lights in 
stock. 


‘phone. How about today? — 


A compact r | 
sole quality and performance. Uses ‘ 
magnetic tape. : 


dented rate—equipment of the type you see here, plus literally 
thousands of items not shown! 


More, they are asking for and getting answers from CECO 
engineers and technicians—vital answers that mean the differ. 


ence between success and mediocrity. Our mission in life is 
to help them and you. We’re no further away than your tele 


CECO VARIABLE SPEED 
MOTOR FOR MITCHELL 
CAMERA 

Accurately controls 
speed from 8 to # 
fps. Easy to mount 
Other variable speed 
motors for the 
Special, Maurer, 
2709 and Eclair Cam 
erette cameras 
stock. a 


order with studio con- — 


315 W. 43rd Street, New York 36,.N.,¥. JUdson 
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CECO is on top 
of the revolution 
in film-making techniques 


CECO HI-SPEED EDITING TABLES 


0 to 250 feet per minute in forward and 
reverse. Stops instantaneously without 
film damage. Rugged construction. In : a 
16 and 35mm models. ee 


Aiterally There’s a revolution going on! Yesterday’s equipment becomes CECO is also setting new frontiers with a 6-month’s FREE eg 
Mis out-of-date as a Box Brownie. To achieve the best film | SERVICE Guarantee on Arriflex, Auricon, Moviola, ColorTran, ae 
2 fie quality, the truest recording, the finest film editing, the lowest Magnasync and many other products. PS 


oduction costs—consult with CECO—the first with the most _ 


SEE the industry’s newest professional equipment. Come in, telephone or write today! _ 


in life is. 


ur tele 


VIEWER: ANALYZER WITH COUNTER 


Easy threading. Portable, Avail- 

able with single or double Re 
system sound or as viewer only. 1 
without counter. 16mm or | 


A complete, top-quality sound 
system ina single, portable 
case. Designed for “on the 
go" producers. 


par MARK CONVERTER 

Mern, push-button design 
up operation. Orther: 
ount. converters with 
operation avail- 
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1s 10 MOVIOLA 16MM 225MM Gentlemen: 
FILM EDITORS Please send me more information on the products } have. listed 
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FFECTS AND TITLES 


SIDE STORY” 


By LINWOOD G. DUNN, ASC 


IN HOLLYWOOD, the name Lin Dunn is synonymous with special ef- 
fects. Dunn was head of the Photographic Effects Department at RKO 
Studios up to the time of its closing and subsequent sale to Desilu Pro- 
ductions. Beginning his motion picture career in New York City in 1923, 
Dunn later joined Pathe and went to Hollywood in 1926 to photograph 
serials. He started with RKO Studios in 1929 and during the ensuing 
28 years he was an optical effects cameraman, a director of photography, 
and finally head of the studio’s Photographic Effects Department. During 
this time he received screen credit on many of the studio’s productions. 
Later, in collaboration with Cecil Love, his associate for over twenty- 


jie years, and The Acme Tool & Manufacturing Co., he designed the first 


modern special effects optical printer for the U. S. armed forces’ photo- 
graphic units. These printers subsequently became the standard for all 
Hollywood major studios and film laboratories, and have also been used 
throughout the world. In 1944, the Academy of Motion Picture Arts and 
Sciences honored the Acme-Dunn Optical Printer with a Technical Award 
for its excellence and importance to the industry.—ED. 
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FIG. 1—Preparing to shoot combination 
abstract and main title for “The West 
Side Story."’ The author (left), assisted by 
Cecil Love, carefully worked out in ad- 
vance an extremely precise pattern of 
camera movement, lighting cues, etc., to 
achieve the desired screen effect. 


FIG. 2—Abstract pattern was first photo- 
graphed against background of subtley chang- 
ing colored light... 


FIG. 3—Then the camera pulled back, taking 
in a larger area of the art work, including the 
title. Simultaneously, the foreground lights were 
raised to full intensity so that both abstract 
and title letters were rendered while against 
the colored background. | 


ARLY IN THE pre-production 
planning of Mirisch Pictures 


“West Side Story,” producer Rob- 


ert Wise asked me to explore 
some new ideas in optical print 
ing and color effects that might be 
used to enhance this production, 
adding “. . . the sky’s the limit!” 

With the aid of my very capa 
ble assistants, Cecil Love and Don 
Weed, an extensive program of 


experimentation and development 


was carried on during the next 
several months. This included 
color derivations created by ma 
nipulation of certain combinations 
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of contrast and chromatic distortion variations. 
Through the use of special photographic printing 
and processing techniques, we reproduced on motion 
picture film some of the artfully fascinating color 
effects previously found only in modern still photo 
techniques. 

Unfortunately, many of these experimental color 
eflects proved too extreme for use in “West Side 
Story,” being better suited for use in sequences of 
fantasy and unreality. Nevertheless, a wealth of 
knowledge was gained through these experiments 
and it is hoped that many of the effects will some 
day be utilized. By modifying some of them, a 
number of interesting ideas evolved which were 
used in “West Side Story” and proved most effective 
in enhancing certain key spots in the picture. 

These are evident in (1) the unusual visual effects 
and main title which precede the picture during the 
overture; (2) a number of optical printing color 
effects throughout the picture itself; and (3) the 
sequence of credit titles which closes it. 

The camera set-up and the artwork used in pro- 
ducing the abstract pattern and picture title, which 
occupy the screen during playing of the overture, 
are seen in the photo on the cover. My associate, 
Cecil Love, and I are pictured checking the camera 
and other equipment prior to making a take. 

In my earljer discussion with Robert Wise, he 
indicated he wished something visual for the Pana- 


pvision-70 wide-screen that would not be pictorial | 
enough to detract from the overture music, and 
B suggested the possible use of subtle color changes 


that would harmonize with the mood changes in 


the musical score. 


The abstract shown on the glass panel (above the 
main title lettering) was generated from the open- 


FIG. 4—"‘An almost abstract whirl of color and movement establishes 
the high-spirited atmosphere” ... as Maria is transposed from the 
dress shop to the gymnasium dance floor. Effect was accomplished by 
successive printing through three separation filters. Picture above is 


Eeement from unsqueezed anamorphic frame of the motion picture 
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FIG. 5—Reproduction of three frames of 65mm color film representing 
the unique sequence in which Maria and Tony suddenly discover each 
other on dance floor. Almost everything else in the scenes except the 
figures of Maria and Tony are distorted, diffused, and the colors 
subdued. The ‘“‘out-of-this-world" effect was accomplished by use of 
special distortion glasses properly positioned in the printer aperture. 


ing scene of the picture. (Fig. 2.) This we photo- 
graphed as a silhouette against a background of 
changing colors. 

As the overture progresses, during screening of 
the picture, through the musical numbers “Quintet,” 
“Tonight,” “Maria,” and “Mambo” — blending 
from one to the other through musical transitions— 
the abstract remains a silhouette as the colors change, 
until approach of the finale. Here the color 
change compliments a sudden shift in musical tempo 
and, through a slow camera pull-back, the title 
“West Side Story” is revealed (Fig. 3). At this 
point the foreground lights fade in, transposing the 
abstract itself into a magnificent aerial view of 
Manhattan Island—achieved through a smooth lap- 
dissolve with the actual: live-action view of the 
island by means of optical printing. 

To execute this rather lengthy effect, it was nec- 

Continued .on Next Page 
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FIG. 6—In keeping with theme of the 
picture, the credit titles were ‘artistically 
scribbled"’ on walls, doors, traffic signs, 
etc., such as might be found in New 
York's west side. In all, nine sets were 
constructed for these titles. The one 
at left—a weathered and defaced brick 
wall—included four of the many credit 
‘“‘cards.’’ These are purposely outlined in 
the picture to aid the reader in local. 
ing them. Photography of the series was 
a continuous operation, with the cam. 
era dolly-mounted and moved on cue 
from title to title. 


essary to devise a set-up that would be flexible 
enough to facilitate quick and easy changes from 

one colored light to another, permit accurate tim- 

ing of the changes, provide control of the camera 
pull-back speed—which had to be varied during 

the pull-back move—and to permit changes in the § -~ 
quality of the abstract image by means of the light- 
ing itself. 

The photographic set-up, as pictured on the cover 
and also in Fig. 1, utilized a tubular dolly track, 
twenty feet in length, over which the tripod-mounted 
65mm camera was drawn by a sprocket-and-chain 
drive powered by a variable-speed thyratron motor. 
On the camera was a 105mm lens, the focusing of 
which was remote-controlled by selsyn follow-focus 
units. 

Color changes in the abstract background were 
made through manipulation of three rheostats con 
trolling three pairs of photo-lamps that were fitted 
with narrow-band red, green and blue separation 
filters. The changes were made according to a tim. Ws ! 
ing pattern worked out to fit the music. Integration jing 
of the three primary additive colors, as they varied jj“ 


ith B 


in relative intensity through adjustment of their sve 

respective voltage controls, afforded a wide range 

a of color changes which could easily be adjusted to 9's: 

| any timing requirement. Precise timing of these *4 

FIG. 8—Lining up the camera on a title scribbled between the lettering changes was facilitated by a large sweep-hand clock. #F**°?" 

This clock also aided us in controlling the camera 
dolly speed to the footages required. 
s : FIG. 9—Making a run-through of a carefully planned dolly maneuver. O eee l h h f 1 bination larante: 
e The various stops and starts were marked on stage floor, and the vari- ur initial photograp y ot this com Tripo, 


effect and title was continuous for a period of fout 
minutes—the duration of the overture—with 

lighting changes made as planned. Later, however, 
we decided to take advantage of the flexibility af- 
forded by Technicolor’s 70mm A&B roll release 
printing, and we shot the various colors as separalé 


film units. This had the further advantage of giv- 
| Gee Continued on Page 757 
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misting tripod legs. Fits any Pro Jr 
ilusive features as standard Pro Jr 


trols; accessible camera mounting 


Maranteed—the World’s Standard 
Tripod Quality! 


professional jr. 
Tripod with heavy 
grooved 
Tripod Legs 


Now Standard Equipment for all 
Famous CECO Pro Jr. Tripod Heads 


Pro Jr Tripod is better than ever with new Heavy 
Duty Grooved tripod leg design. Assures greater 
‘rigidity, no matter how far legs are extended. 
“Heavy Duty Groove design guarantees herculean 
gripping power, because there’s almost twice the 
gripping surface. Modern, rounded leg shape adds 
strength and durability to the wood. Comes 
equipped with indispensible double knob leg locks 
which assure equal pressure on each leg. Avail- 
able with new ball joint swivel or standard base 
plate. 
When you are looking for the best in a tripod, 
buy Professional Junior—the tripod designed with 
the professional in mind! 


CECO Pro Jr. Fluid Head 


ECO Pro Jr. Friction Head 
th Ball Joint Swivel 


ows really fast, easy leveling without 


The tripod head with smooth-as-silk maneuverability. 
Silicone fluid unaffected by extreme temperature 
range. Won’t dive in locked position. Guaranteed 
leakproof. The undisputed performance champ! 


In Hialeah, Florida: 

TUxedo 8-4604 

In Hollywood, California: EB 

6510 Santa Monica Boulevard 
HOllywood 9-8321 


* CECO — trademark of Camera Equipment CO. 


mpod with adapter base plate. Has same 


ction head . . Pan & Tilt tension 


i); adjustable interchangeable 

escoping pan handle. Skilfully designed 

engineered for long dependable 
ice. Unconditionally 


> FRANK C. ZUCKER 


Dept. A-71 315 W. 43rd. St., New York 36, N. Y. © JUdson 6-1420 


Please send me FREE descriptive literature on CECO 
Professional Jr. Tripods and Tripod Heads. 


CECO Ball Socket Swivel Joint 
Adapter For Pro Jr. Tripod Heads 


A one piece adapter which fits quickly, 


Name 
easily on to any Pro Jr Head. For use on . /; 
new swivel base tripod or standard Pro Jr Firm S 
tripod with ball socket ‘adapter base plate. 
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Photography For A TV 


‘Fashion Spectacular” 


Hess’s Department Store sent cameraman to Euro- 


pean style centers to photograph the source and the 


creators of its French and Italian fashion imports. 


BY SOL ABRAMS 


Te DRAMATIZE the strong influ- 

ence of European designers in 
the new fashions it offered for fall, 
Hess’s Department Store, of Allen- 
town, Pennsylvania, recently sent 
a film crew to Europe to photo- 
graph the newest fashion creations 
offered by French and Italian sa- 
lons, and to also film their respec- 
tive creators—the top couturiers 
of. Paris, Rome and Florence. 

The resulting film was the high- 
light of a 30-minute “Fashion 
Spectacular” sponsored by Hess’s 
and televised September 9th over 


Philadelphia’s WFIL-TV, an ABC 


afhliate. It brought to local TV 
audiences a preview of French and 
Italian high-fashion designer orig- 
inals brought to this country by 
Hess’s for its fashion-minded cli- 
entele. 

Earlier, Hess’s had conducted a 
state-wide “Trip-6f-a-Lifetime”’ 
contest, which was won by Mrs. 
Sue Evers, of Citronia, Pennsy]- 
vania. Mrs. Evers journeyed to the 


fashion centers of France and | 


Italy in the company of a Hess 
fashion expert and a staff of the 
store’s fashion buyers. As winner 
of the Hess contest, Mrs. Evers 


CINEMATOGRAPHER-FILM PRODUCER 
Ralph Lopatin shoots a tight closeup of 
actress Susan Strassberg (center) being in- 
terviewed by Cissie Walker (right) and 
Sue Evers. Scene is garden of Miss Strass- 
berg's apartment in Rome, Italy. This and 
other scenes filmed in Italy and France by 
Lopatin made-up feature segment of 


Fashion Spectacular recently televised lo- 
cally by Hess's Department Store, Allen- 
town, Pa. Camera is an Auricon Cine- 
Voice. 


the interview shots made here. 


also played a prominent role in 
the film that was produced in Eu- 
rope for the store’s “Fashion Spec- 
tacular.”’ 

Ralph Lopatin, President of Lo- 
patin Productions, of Philadel- 


phia, accompanied the group with 


a corp of assistants and did the 


photography. In all, Lopatin shot” 


2,400 feet of 16mm film—Tri-X 
for interiors and Plus-X for ex 
teriors—using an Auricon Ciné- 
Voice for sound-on-film takes, and 
a Bell & Howell 70-DL for the 
wild or silent footage. : 

. “Qur ‘no-time-for-sleep’ itiner 
ary,” Lopatin says, “included the 
fashion centers as well as local 
fashion shows in Rome, Florence 
and Paris. Interviews were ar 
ranged and photographed between 
the Hess representatives and prom- 
inent fashion designers, ambassa- 


dors, movie stars, and models — 
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THE CINE-VOICE camera is set up in music 
Count G. B. Giorgini’s villa in Florence, Tih 
lamps in clamp-on fixtures and Tri-X film was Gime a 
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with much of the filming done in 
and around famous landmarks in 
the respective cities.” 

The character of this assign- 
ment, Lopatin said, dictated a 
highly mobile operation and the 
need to travel “light,” using ex- 
tremely portable camera and light- 
ing equipment. Using Tri-X film 
for interiors enabled him to rely 
on simple clamp-on lighting fix- 
tures and RF photolamps, plus a 


power source was used for the 
lights, but for operating the Auri- 
con Cine-Voice camera, a con- 
verter was used that transformed 
Continued on Page 748 


Fiend 
of 


gthing at 


QUE NOTE was series of shots made of 
wich carrying Hess ad_ placards 
fh streets of towns and villages of Italy 
France. These served as subtle ‘‘commer- 
“for the Allentown, Pa., department store's 
‘fashion Spectacular.”’ 


LOPATIN, behind camera at left in picture, 
aphs interview between Cissie Walker, Sue 
» and U.S, Ambassador G. Frederick Reinhardt in 
of Rome Embassy, while assistants handle the 
“tecording equipment. 
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few extension cords. The domestic 


Precision Unitized Film Synchronizer S 
Single Sprocket 35mm a 
Synchronizer $95.00 
Single Sprocket 16mm aa 
Synchronizer $95.00 
(not shown) 
Model $616-3 
Three sprocket 
16mm _ Synchro- 
Sprocket Assemblies nizer with oe 
16 or 35mm $32.50ea. Spacer and Mag- 
netic head. 
$215.75 
Model 600 RL 
$195.00 
Model 700 3 
$198.00 
Send For Free Literature 
PRECISION LABORATORIES 
DIVISION OF PRECISION CINE EQUIPMENT CORPORATION aS 
928-930 EAST 51st ST. BROOKLYN 3, N. Y. Bese 
Special Low, Low Price! 
‘Thoroughly Overhauled & Refinished Fully Guaranteed Immediate Delivery 
: 
Dept. A 19, 315 W. 43rd St., N. Y. 36, N. Y., JUdson 6-1420 fidlilywood 98321, 
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SIX REFLECTORS, set high on tripods at either side of camera, supply 
basic key light for scene about to be filmed on a Southern location. 


Some important things to remember when ... . 


SHOOTING 


PART 9..Continved from October Issue 


FOR NEWSREEL and docu- 
mentary film photography, exterior 
scenes usually require some control of 
the natural daylight or sunlight pre- 
vailing in outdoor locations. There are’ 
two accessories commonly used for this 
—the sunlight reflector and the scrim, 
both of which were shown in actual 
production use in the photos illustrat- 
ing Part 1 of this article in the October 
issue. When shooting in bright sun- 
light, invariably there is harsh contrast 
between the light and shaded areas of 
the scene or subject. Such contrast is 
generally unflattering in the closeups 
of persons. To minimize this, some 
light must be directed into or onto the 
“shaded areas or shadow side of faces. 
Where power source is not a problem, 
major studio cameramen employ hoost- 
er lights for this, whereas earlier, they 
Telied entirely on the sunlight reflector 
—which the studios continue to use 
today in certain situations. The non- 
theatrical film maker may use re- 
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flectors with complete success, pro- 
vided good judgment is used in their 
selection and placement. Correctly 
used, reflectors impart professional 
finish to exterior cinematography; 
used carelessly or incorrectly, they 
may cancel out shadow areas almost 
completely, creating a flat and un- 
dramatic result. 

The cameraman’s use of reflected 
light is enhanced where reflectors are 
provided with surfaces of different 
materials or materials applied in dif- 
ferent patterns. Generally speaking, 
reflectors are hard or soft—the former 
surfaced with bright aluminum foil 
or silver leaf, the latter with aluminum 
paint or other semi-matte reflective 
material. Soft reflectors are generally 
used for closeups of people; harsh 
reflectors for throwing strong light at 
lone distances and over a wider area. 

Reflectors, which have been used 
since the early days of silent picture 
production, are essentially the same in 


Using incident light meter, cameraman (far left) measures intensity of 
total light from both sky and reflectors that will fall on subject, 


design and function as when first used. 
The method of using them, however, 
has advanced. Today, they are invari- 
ably mounted on standards so that the 
reflector is somewhat above ground 
level, thus directing the light from a 
higher and more natural angle. Sun- 
light, even when the sun is low, comes 
from overhead; therefore, reflected sun- 
light should fall upon the scene from 
above rather than from virtual ground 
level. Today, reflectors are used on 
the ground only when some special 
lighting effect is desired. 


Reflectors invariably are standard 
equipment for camera crews shooting 
exterior chase scenes in westerns and 
TV. action films. Mounted on sturdy 
tripods aboard the camera car, Ie 
flectors maintain uniform lighting on 
mounted players as they gallop along- 
side or behind the moving camera cat. 


Reflectors can prove an important 
tool for the industrial and in-plant 
cinematographer, also. When carefully 
used, they balance outdoor lighting 
to effect high professional results in 
cinematography. Where photography ~ 
is to be done at high altitudes with its 
clear atmosphere and with the sun ] 
overhead, faces of people in scenes 
will be badly underexposed on the 
shaded side unless there is booster or 
reflected light used to lighten the 
shaded area. 


Where the cameraman is using re- 
flectors in this manner for the first 
time, there is often the question as 10 

Continued on Page 744 
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It takes something even more 
complex than a mechanical 
monster to give you the finest 
quality prints. It takes the 
subtle thought and creative 
imagination of the human 
brain! 

The master craftsmen at 
Motion Picture Laboratories 
have the keen minds, the im- 
agination, the know-how, and 
the personal integrity to give 
you prints of matchless excel- 
lence. 

That’s why fastidious pro- 
ducers—who respect their work 
—send their films to MPL. 
They know from experience 
that, like themselves, we re- 
spect their work by giving it 
our closest personal attention. 

The final proof of the quality 
of our work is the.fact that 
our clients have remained 
steadfastly with us through the 
years. 

In addition to these advan- 
tages, MPL gives you 24 hour 
delivery service anywhere in 
the United States. 

Try us. You’ll be glad you 
did. 
Send us ‘your new film— 

by AIR—today. 


SOUND—EDITORIAL 
COMPLETE LABORATORY SERVICES 


MOTION PICTURE LABORATORIES, Inc. 


781 S. Main Street © Memphis, Tennessee 
Phone—Memphis WH 8-0456 


The Master Craftsmanship 
Your Film Deserves 


SHOOTING EXTERIORS 


Continued from Page 742 


how to take an exposure meter reading 
when reflectors are used. In all but a 
few rare cases, meter readings are 
taken in the normal manner. Light 
coming from the reflectors and falling 


on the subject or scene simply con- - 


tributes to the overall illumination. 
Therefore, whether exposure is being 
determined by an incident or reflected 
light mter, the normal method of using 
the meter should prevail. In any case, 
all reflectors should be in the same 
position they will be used when the 
shot is made. If, after a reading is 
taken, and one or more reflectors are 
moved, another exposure reading 


should be made. 


When shooting with color film, it is 
possible that a reflector having an alu- 
minum or silver-foil surface will re- 
flect light upon the subject that is too 
blue; that is, it will reflect the natural 
blue color of the sky where the sky is 
clear and free of clouds or haze. The 
remedy, in such instances, is to cover 
the reflector with a sheet of amber- 
colored cellophane. Properly, a_ re- 
flector having a_ gold-foil surface 


should be used in a situation such as 


described. 

When the light coming from re- 
flectors is too harsh—which often hap- 
pens when bright reflectors are used 
close to players — the light may be 
softened by placing cheese cloth or 
curtain scrim over the reflectors. Such 
material is an essential accessory to 
reflector use and should be carried as 
such at all times with the reflector 
equipment.. 

When shooting scenes of people in 
action out of doors and at fairly close 


range, it often happens that the direet 
sunlight falling on them is too bright, 
causing them to squint, wince or other. 
wise affect their natural expressions, 
In such instances the scrim is the 
accessory that remedies the situation, 
This is usually a large piece of fine 
dark netting stretched over a frame. 
work that may be anywhere from 4 
by 4 feet to 8 by 8 feet in size, and 
mounted ,on a pedestal or Century 
stand just out of camera range and 
in such manner that the scrim comes 
between the sun and the _ players, 
effectively softening the light falling 
on them. A _ professional version of 
this accessory, collapsible and_ por. 
table, is available from Mole-Richard- 
son Company, Hollywood. 

The subject of filters properly be- 
longs in this discussion. Filters of one 
kind or another play an important 
part today in the photography of al- 
most every motion picture. There are 
light-balancing filters and color com- 
pensating filters for color photogra- 
phy; and neutral density (ND) filters 
which are useful in both color and 
B&W photography. 

Because most non-theatrical film 
production today is in color, the filter 
problem for the cameraman shooting 
exteriors is negligible. If you’re shoot- 
ing Daylight Kodachrome film or Ek- 
tachrome ER daylight film, a Kodak 
Skylight Filter or the equivalent Wrat- 
ten No. 1A filter will warm up scenes 
that are otherwise on the blue-white 
side. Use of this filter does not require 
any change in exposure setting, This 
filter, incidentally, is designed pri- 
marily for use in open shade under 
a clear blue sky to produce a notice- 
able improvement in color rendering 
when pictures made without a filter 


would be too bluish. (Contd. Pg. 746) 


DENSITY | TRANSMISSION 
10 80% 
20 63% 
.30 50% 
40 40% 
.50 32% 
60 25% 
70 20% 
.80 15% 
90 13% 

1.00 10% 


NEUTRAL DENSITY 


When employing neutral density filters as partial filters to hold back only the hot por- 
fions of a scene, first read the normal part of the scene and then the part that will be 
filtered. Then choose a density that corresponds to the difference in exposure. With 
the filter in position the entire scene can be recorded with the normal exposure. 


FILTER FACTORS 
FACTOR APP. STOPS INCREASE 


1.3 | 
1.6 + 
2.0 1 

2.5 1% 
3.1 : 1% 
4.0 2 

5.0 
6.7 2Y%_ + 
3 

10.0 3%, 
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The model that won the West... 


Actually, the HFC Professional 16MM Hot Splicer didn’t win 
the West in the sense that the Colt won the West, but it 
did win the praises of film editors not only in the West but 
around the world. Professional editors who demand profes- 
sional equipment. Model shown: FS-816 (for 8 and 16mm). 
Other models available . . . FS-70-1 (for type #1 Military 
perforations) « FS-70-2 (for type #2 Military perforations) « 
FS-70-3 (for 65MM) e FSC-357 (combination splicer, 35 or 
70MM)  FSC-657 (combination splicer, 16-35/32-65 or 70MM). 


All models ready for immediate delivery. 


The HFC Hot Splicers offer these features... 


DOUBLE SCRAPING « LOSE ONLY HALF A FRAME « SEPARATE 
PROFESSIONAL SCRAPING BLOCK « LEFT TO RIGHT OR RIGHT 
TO LEFT SPLICING « MACHINE BLADES GROUND TO CLOSE 
TOLERANCES » NO DOWN TIME WHEN SCRAPING BLADES 
BECOME DULL e CHANGE BLADES IN SECONDS « CUSTOM 
BUILT CARRYING CASE e« SPLICERS CAN BE SET FOR 
NEGATIVE, A & B OR RELEASE PRINTS e CUTTER BLADES 
CAN BE GROUND AND SHARPENED WITHOUT CHANGING 
SPLICE WIDTH « CUSTOM BUILT CASE 


HOLLYWOOD FILM COMPANY 
designers & manufacturers of film & video tape editing equipment 


WRITE FOR FREE CATALOG: 
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Neutral density filters are commonly 
used as contrast neutralizers, since 
they provide the means of reducing 
light transmission through the lens, 
allowing the cameraman to work at a 
larger lens opening to produce a soft- 
er, less-contrasty image; or in light so 
bright the lens cannot be stopped 
down far enough for the proper ex- 
posure. Since ND filters reduce ll 
light equally, they can be used with 
color film or very high speed B&W 
films to permit shooting at moderate 
lens apertures outdoors. ND filters also 
provide a means for controlling depth 
of field in exterior scenes, since their 
use permits working at a larger lens 
stop with the consequent advantages 
of differential focusing. Use of a neu- 
tral density filter such as the Kodak 
ND-3 or one of the series of Kodak 
wratten Neutral Density Filters, No. 
96, will allow photography with East- 


man Ektachrome ER Film (daylight 
types) at a larger lens aperture. With 
a neutral density of .90, for example, 
the lens can be opened three stops 
wider than without a filter. 

It is important to stress, in conclud- 
ing this brief article, that outdoors on 
a clear day, there are actually two 
sources of illumination: the direct 
light of the sun and the blue light 
from the sky. The two, which con- 
stitute daylight illumination, are sep- 
arate and distinct on a clear day but 
are fused and combined into one 
source on an overcast day. The color 
quality of daylight, therefore, is by 
no means constant. A change in the 
color of either sunlight or skylight, or 
a change in the relative amounts of 
the two sources, changes the combina- 
tion falling on the scene or subject.’ 


*%Color Photography Outdoors,” Eastman 
Kodak Co. 


‘THE LANG TOUCH 


Continued from Page 733 


lights, because smoke, even in dark 
areas, tends to pick up sufficient light 
reflected from other objects in the 
scene to give it a very definite iden- 
tity. | 

Smoke is used again to enhance 
mood in a Fourth of July celebration 
sequence taking place in the town 
square. The smoke, supposedly coming 
from fireworks exploding overhead, 
was of the type produced by chemical 
bombs—thick enough to permit ef- 
fective back-lighting. This sequence was 
shot night-for-night on the Paramount 
back-lot Western street which had been 
skillfully revamped to look like a typi- 
cal small-town square, complete with 
benches and bandstand. 

In the film, the street on which the 
two main characters live may seem 
vaguely familiar to those in the audi- 
ence who remember seeing Judy Gar- 


land in “Meet Me In St. Louis” quite 
a few years ago. The producer of 
“Summer and Smoke” arranged with 
M-G-M Studios to shoot on this street 
of stately homes which were originally 
built for the Garland film and _ still 
stand regally on the studio backlot. The 
architecture of the houses, much 
festooned with wooden curlycues and 
gingerbread, is exactly right for the 
period and mood of the story. Shoot- 
ing on this set was complicated by 
extremely variable weather, a typical 
exterior problem which continually 
bedevils cameramen striving to main- 
tain consistency between the direct 
cuts within a sequence. In color 
photography, the problem is vastly 
magnified because the entire rendi- 
tion of the colors is affected by the 
type and quality of light. If shooting 
is done on a day when the sky is very 


FOLLOWING a lengthy apprenticeship at old Lasky stu- 
dios, Charles B. Lang, Jr., shot his first feature film in 
1926. Studio was disappointed with results and he re- 
turned to working as assistant. Other opportunities fol- 
lowed—none with notable results. Then Lang discovered 
he’d been imitating other cameramen, decided to follow 
his own artistic instincts. This was career turning point. 
He won Academy Award for photography of “A Farewell 
To Arms” (1933), has been fairly consistent contender ever 
since. Recent nominations include: ““Sudden Fear” (1953), 
“Sabrina” (1955), “Queen Bee” (1956), “Separate Ta- 
bles” (1959), and “Some Like It Hot’ (1960). 
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blue, the shadows will tend to 
completely black. On the other hand, a 


hazy sky tends to wash the shadows 


out completely. Lang took advantage 
of one of the duller days to film 
one of the more dramatic scenes 
scheduled for the street location. It was 


a scene just preceding the shooting of 


the doctor’s father, and the dullness 
of the day did much to enhance the 
air of dread expectation. To further 
exaggerate the somber effect, the pave. 
ment was wetted down and the scene 
shot through a fog filter. The dull light 
on the scene worked with the filter to 
create a suitably cold and dismal 
mood. | 

The interior sets designed by Art 
Director Walter Tyler are extremely 
atmospheric and contribute a great 
deal to the mood of the production, 
Paradoxically, however, their very per- 
fection made the photography much 
more difficult than it would have been 
had the story been set in plainer back- 
grounds. The interiors of the houses, 
cluttered with rococo decor and ornate 
bric-a-brac, and making lavish use of 
patterned drapes and furniture cover- 
ings, prevented Lang from throwing 
interesting shadow patterns on_ the 
walls, as might have been done effec- 
tively in another style of set. The 
hangings were generally dark and 


difficult to highlight, as was the fur- 
niture. Lang had to constantly modu- - 


late his set lighting in order to suggest 
detail in the dark areas, and at the 
same time play down “busy”’ areas in 
the background that could have proved 
distracting. 
Unlike many pictures made today, 
which are shot completely or partially 
on location to utilize authentic back- 
grounds, “Summer and Smoke” was 
shot entirely on sound stage sets, and 


it was Lang’s constant concern to keep 


them from looking like sets. 

“I always try not to let lighting 
become contrived to the point where 
a sense of realism is lost,” he points 
out. “Like all cinematographers I have 
to resist the impulse to add that one 


extra light that may prove to be too 


much, You must have taste, not only 
in lighting, but in the use of effects, 
too. Otherwise your actors will look 
like they’re on a studio set instead of 
in the real situation. It’s something 
of a trick to keep your lighting im 
teresting and, at the same time, make 


the actors look well while actually 


seeming to be in the place the setting 
represents.” 
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PRODUCTION 
RENTAL NEED 


® LIGHTING — 
ARCS, 
INCANDESCENT 


MOBILE 
GENERATORS 


TRANSFORMERS 


® CAMERAS 
CRANES 
DOLLIES 


© CAMERA CARS 


® TECHNICAL 
CONSULTANTS 


COLORTRAN 
EQUIPMENT 


HEADACHES 


them over 
JACK A.FROST 


Complete 
Rental 
Service 


Choose from one of the nat - 
ions largest Inventories. . . 
benetit from Fasterdelivert 
via Frosts company Fleet of 
trucks. ..and count on the de- 
pendability of Frosts top tech- 
nicians who give you complete 
coordinated Service from start 
to finish . 


TR 3-8030, Detroit 2, Michigan 


COBO HALL OFFICE: 401 Washington Blvd. 
Rm. 3143, WO 2-1255, Detroit 26, Michigan 
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CANADIAN OFFICE: 6 Shawbridge, [im THREE WELL-EQUIPPED offices ae a 
BEimont 2-1145, Toronto, Canada insure fast, dependable service! 
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Custom Built 
HANSARD 


Rear Screen 
Process 
35mm Projector 


Specifications: 

e 500-ft. capacity 

e 200 Amp. Arc Lamphouse 

e Bell & Howell—movement with 
registration pins 

¢ Rheostat with light intensity 
stop switches 

© Two camera interlock motors— 
for Mitchell NC & BNC 

¢ Complete set various focal length 
projection lenses 

® Forward and Reverse controls 

e All connecting cables 

e All components—completely blimped 
for very low noise level ; 

® Projector mounted on dollied pedestal 
with horizontal and vertical adjustments 


Approximate projector weight:....1500 Ibs. 
sync generator: .... 300 Ibs. 
. rheostat: 90 Ibs. 
accessories ............ 150 Ibs. 


PRICED! * 
Complete * Guaranteed 


CAMERA EQUIPMENT CO., INC. 
DEPT. A, 315 WEST 43rd STREET 


7 | 


NEW YORK 36, N.Y. + JUdson 6-1420 


| 


CINEMASTER 
‘MARK II CONVERTERS 


Controls the intensity and color tem- 
perature of standard tungsten filament 
lamps. Designed to give the professional 
photographer in television, studio and 
motion picture controlled color tempera- 
ture to 3450° K. Each converter has an: 
adjustable range to match input voltage 
from 100V to 120V and from 200V to 
240V. Built in interlock to prolong lamp 
life. Each circuit may be monitored for 
Kelvin meter reading, choose the one. 
converter that suits your special needs. 
CCMC II, 6 output controls $309 — 
CCM Ii, 2 output controls $258 — 
CCMJ Il, one output control $168. 


P.O. Box 188 
olor fran Burbank, Calif. 
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He goes on to point out that one 
of the surest ways to make a set look 
like a set is to create a light source 
that is obviously phoney. For ex- 
ample, in a day interior supposedly 
lighted by windows, heavy backlight- 
ing on the players coming from no 
logical source will tend to call atten- 
tion to itself as something out of key 
and will make a set look like just what 
it is—a set. 

Lang feels that in the early part of 
a sequence it is important, if possible, 
to show the obvious light source (a 
window, a lamp, etc.) in order to 
indicate to the audience where the 
light is, or should be; coming from. 
This can be done unobtrusively by 
panning with action to take in a 
window or a lamp that is the indicated 
source. Adjustments must sometimes 
be made to favor a particular actor 
or actress who looks best in light 
coming from the direction that is op- 
posite to the established source. In 
such cases, it is often possible to re- 
stage the action or to bring the actor 
forward to catch a highlight from a 
window with the source remaining on 
the proper side, he explained. 

The photography of the players in 
“Summer and Smoke” goes far beyond 
the accepted professional requirement 
that the stars must look attractive at 
all times. Miss Page, lovely in a 
fragile, off-beat way—is not pretty by 
stereotyped Hollywood standards, but 
Lang’s lighting makes her glow with 
a luminous beauty that seems to shine 
from within, reflecting the radiance 
of her spirituality. The lighting on 
her face is soft and delicately modeled, 
emanating usually from a three-quarter 
source and pointing up the expressive 
emotion in her eyes. In sharp con- 
trast, Rita Moreno (the Other Woman) 
is lighted to boldly accentuate her 
animal sensuality, On Laurence Har- 
vey, sharp cross-lighting was used, 
giving his face a chiseled masculine 
ruggedness. 


One of the most dramatic and 
visually striking sequences in the pic- 
ture is the cockfight which takes place 
in the crowded, smokefilled backroom 
of the local lakeside casino. Here a 
group of frenzied spectators, seated 
in circular tiers surrounding the fight- 
ing pit, strain and yell as the game- 
cocks strive to slash each other to bits. 
The carnage takes place in a pool of 
light, with everything else in the room 


subdued. 
To achieve the effect of a single 


overhead source of illumination, the 
scene was lighted with a number of 
RL-2 photolamps mounted in a large 
dome. Light in the surrounding areas 
was allowed to fall off sharply to cop. 
centrate attention on the central area. 
Smoke pumped onto the set helped 
create the atmosphere of a close, stuffy 
room charged with excitement. 
Despite the problems of jockeying 


the camera about in this constricted set 


and the necessity for moving wild wal] 
units to get desired camera vantage 
points, Lang achieved some dynamic 
closeups and dramatically high and 
low angles which were boldly intercut 
to suggest the sadistic frenzy of the 
onlookers. Climaxing this sequence js 
a low-angle shot in which one fighting 
cock suddenly flares up and out of the 


pit, splattering blood on Miss Page— 


who was an uncomfortable spectator 
accompanying Harvey to the event. 
The visual impact of this shot on the 
audience is strong; it typifies how the 
potentials of camera, lighting, and 
staging, when skillfully integrated, 
make the motion picture screen the 
powerful medium that it is. 
“Summer and Smoke” was photo- 
graphed in Eastman Color with Pana. 
vision 35mm anamorphic lenses. 


FASHION SPECTACULAR | 


Continued from Page 741 


6-volt current to 110-volts. In Italy, 
search for a 6-volt motor-scooter stor- 
age battery set back his production 
schedule a day-and-a-half — the only 
delay encountered, incidentally. 
Most of the anticipated problems re- 
lated to shooting in foreign lands were 
obviated by Hess’s Department Store 
in advance of Lopatin’s arrival. The 
company had arranged clearances for 
him with French and Italian govern 
ments and also had set-up personality 
and location interviews. Thus it be- 
came a matter of simply setting up the 
camera and sound equipment and 
shooting—weather and sunlight permit: 
ting, of course. Only once did he run 
into a snag in this regard. He was set 
ting up for a sound shot at the Coli- 
seum in Rome when local police sud- 
denly appeared and told him he could 
not set up a tripod-mounted camera 
without first obtaining police permis: 
sion. But Hess’s had already secured 
the permit in advance, which Lopatin 


promptly produced, and he was al- 


lowed to proceed. 
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FINEST STUDIO SET LIGHTING PLUS FINEST THEATRE PROJECTION INSURES PATRON SATISFACTION. ——_ 


YOUR NATIONAL CARBON ENGINEER... 4 


Sells you the best product—gives you the best service! a 


. The illustration shows a NATIONAL CARBON Sales Engineer using 
the Motion Picture Research Council’s Projector alignment tool to 
position the mirror on the optical axis of the projection lens. 

These Sales Engineers—equipped with complete service kits con- 
taining the most modern test equipment—are trained to solve screen 
lighting problems and help the industry achieve the ultimate in picture 
quality. This is an important part of NATIONAL CARBON’s continuing 
program of service to the industry. 

A superior screen image must begin with superior studio set lighting a ee : 
... using “National” studio carbons. National Carbon Company, Divi- 
sion of Union Carbide Corporation, 270 Park Avenue, New York 17, 


N. Y. In Canada: Union Carbide Canada Limited, Toronto. show is on— if the optical train is in align- Se 
ment, or what adjustments need be made. . 


UNION 
CARBIDE 


“National” and ‘‘Union Carbide’’ are 
registered trade-marks for products of 


NATIONAL CARBON COMPANY 
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Specialized 
LIGHTING 
EQUIPMENT 


for 
MOTION PICTURE, STILL 
and 


TELEVISION STUDIOS 


Write for A Copy of Our 
Catalog J on Your Letterhead 


Mole- Richardson bo. 


937 NORTH SYCAMORE AVENUE 
HOLLYWOOD 38, CALIF. 


QUALITY AND SERVICE 


BLACKE WHITE 


REVERSAL NEGATIVE 
POSITIVE PRINTING 
AND PROCESSING 


COLOR Processing- 
Super Anscochrome 


PRINTING 


Work prints—Timed Prints 
Color to Color prints—A & B roll prints 
Color to B & W prints—Fades-Dissolves 

Dupe Negative—Multiple prints 
Raw stock——Fastex service 
Loop printing 
Write for complete information 


VIDEO | 


LABORATORIES 


350 W. 50th ST. © NEW YORK 19, N. Y. 
JUdson 6-7196 
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An interesting innovation which 
Hess’s conceived for the film segment . 
of their Fashion Spectacular was the . 


subtle injection of the store’s name into 
some of the scenes photographed by 
Lopatin. As a result, signboards extoll- 


. ing the advantages of buying at Hess’s 


in Allentown, Pennsylvania, appeared 
naturally at intervals throughout the 
picture on the wall of an ancient ruin, 
or on a sandwich-board carried by a 
native Italian strolling down a cobble 
stone street. Hess’s art department had 
made up the necessary props, signs, 
etc., for this and had shipped them by 
air. 

When shooting interiors, as in the 
luxurious villa of Count G. B. Giorgini, 
in Florence, Lopatin had the assistance 
of the most beautiful electricians any- 
where — pretty fashion models who 
graciously doubled in brass and held 
the lights while he shot a number of 
scenes where clamp-on conveniences 
were unavailable. 

Lopatin’s cameras recorded Hess’s 
fashion buyers along with their contest- 
winner guest, Mrs. Evers, in atten- 
dance at fashion shows, in Pitti Palace, 
Florentine center of Italian fashions— 
reportedly the very first time motion 
pictures of any kind were filmed 
there. Other highlights were filmed in- 
terviews between Hess representative 
Cissie Walker and Mrs. Evers and U.S. 
Ambassador G. Frederick Reinhardt, 
Count Giorgini, actress Susan Strass- 
berg on the grounds of her Rome 
apartment, and others. 

Cameras and lights were also 
moved into the 2,000-year old opera 
house at the Baths of Caracalla, Italy, 
to film a part of the opera Aida. Here 
Loptain filmed Mrs. Evers and Hess’s 
fashion envoy on stage before the im- 
pressive and colorful background of 


the opera, including camels, horses and 


a thousand persons comprising the 
cast. Shooting could only be done at 
the close of an act during the applause, 
instead of during the performance be- 
cause of the noise from the camera, 
which would distract both the audience 
and the players. 

The greatest problem encountered 
by Lopatin when shooting in Paris, 
was the unprecedented reaction from 
sidewalk pedestrians whenever he tried 
to photograph a “sandwich-man” par- 
ading a thoroughfare carrying a Hess 
signboard. After several unsuccessful 
attempts, Lopatin resorted to the ob- 
vious remedy—making “sneak” shots 
of the “sandwich-man” while con- 
cealed in a closed automobile. 


While shooting a scene with Mrs. 
Evers and Hess’s fashion envoy near 
the Eiffel Tower, he missed the chance 
to get some interesting footage of an 
Algerian terrorist chase. As he was 
setting up his camera for the fashion 
shot, a police car full of gendarmes 
armed with sub-machine guns came 
screeching into view, following a re. 
port of a threatened bombing of the 
Tower by a terrorist. 

Ralph Lopatin,, who was a combat 
cameraman in the European theatre of 
operations during World War II is no 
newcomer to either France or Italy, 
From 1946 to 1957 he was newsreel 
and documentary film cameraman for 
WPTZ, Philadelphia (now WRCY. 
TV). During these years he covered 
such assignments as the Pan-American 
Airlines inaugural flight from Phila- 
delphia to Europe, the Hungary Reyo- 
lution, the Philadelphia Magazine 
tour to the World’s Fair in Brussels, 
Psychopharmacological Convention in 
Rome, etc. Since 1957, he has headed 
his own motion picture production 
company in Philadelphia, which im- 
cludes a staff of cameramen, film edi- 
tors, and animation and title artists, 
and serves the needs of both local 
and East Coast television sponsors, and 
business and industrial firms for live 
and animated motion pictures. " 


WHAT FILM FOR CAMERA? 
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- Quite close in quality will be the 
l6mm black-and-white print from 
16mm Ektachrome through a_ dupe 
negative. The apparent lack of grain 
and the flat color tone translate well 
into black-and-white, assuming that the 
proper dupe negative stocks and lab 
methods are used. | 

Next we'd list the 16mm_ print 
through a dupe negative from black- 
and-white 16mm reversal stock. (The 
higher cost and greater contrast of 
B&W reversal dupe stock results in 
practically no quantity release print- 
ing by the reversal method). 

Last we’d list. the print from 16mm 
B&W camera negative—and brace our- 
selves for an argument! But here are 
our reasons: 


First, the 16mm camera negative to_ 


master positive to dupe negative to re- 
lease print adds up to too many gener 
ations for 16mm, and some deteriora- 
tion in definition results. This series of 
steps is used in 35mm, but 35mm holds 
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there’s an Anscochrome’ Film perfect 


Opening up the new worlds of underwater ager gin | and high speed 
motion photography amplifies the problems of low light, color balance 
and reciprocity failure. 

What does the Anscochrome family offer? 

Simply, this—better color under all types of exposure conditions. 


For low light levels 16mm Super Anscochrome film has wide latitude 
and high speed (100), (or 200 ASA by extended processing if needed). 

For top quality in release prints 16mm Anscochrome Professional Type 
242 camera film has ultra fine grain and low contrast. For direct projec- 


card regular Anscochrome film has all the sparkle needed for screen 
quality. 


And all Anscochrome films intercut and print beautifully on Ansco- 
chrome Duplicating Film. Ask your Ansco representative or ry 


today. Ansco, Binghamton, N. Y. A Division of General Aniline & 
Corporation. 
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26 YEARS OF 
QUALITY 


REVERSAL 


PROCESSING 


Specialists in high speed or 
standard reversal processing 


Security clearance 


Vacuumating 


Films returned same day 


Customer extra service: Special 
prices on Eastman & du Pont 
Reversal Film 


SAVE MONEY 


When Filming In Europe 


By Renting Your 


Camera Equipment From 


| CHEVEREAU 


PARIS, FRANCE 


| We Service The Entire Continent 


CAMERAS 
CRANES 
DOLLIES 


20 RUE DE LA CHINE 


PARIS 20, FRANCE 
Tels: MEN 9472, PYR 5104 
Cable: Cameraloc Paris 


| 
| 
| 
| 
J 


up better because the grain-to-picture 
area ratio is more favorable. This 
series of steps in 16mm does serve one 
purpose: provides protection for the 
camera negative. 


What about the print made direct 
from the _ camera negative? 
Shouldn’t it provide the best 16-to-16 
black-and-white print, because there 
are no intervening stages? 


Theoretically, yes. And actually yes 
—in one respect. Assuming the 16mm 
camera negative is properly exposed, 
professionally processed, and carefully 
handled, the contact print made from 


it will be sharp and crisp. But, that’s 


not the whole story. 


The advantages of 16mm B&W nega- 
tive printing are good definition, good 
grey scale, high speed, and lower cost. 
The disadvantages include 1) the near- 
impossibility of handling the film in 
editing without picking up abrasions, 
dirt and scratches, which will then 


show up clearly as white marks on the 
screen in projecting the print, 2) the 
print being in the A-wind or nop. 
siandard emulsion position, with the 
picture projected emulsion to the light, 
3) the poscibility of solarization jin 
A&Bing the straight-cuts, and 5) the 
definite limitation on the number of 
release prints which can be ‘made be- 
fore the spliced camera negative shows 
objectionable evidence of wear, a splice 
separates, or the valuable negative 
is otherwise lost for further printing. 
16mm camera negative has many ex. 
cellent uses: filming sports events, re- 
cording experiments, time-and-motion 
study, and certain types of production. 
It is not to be recommended when 
considerable editing is required, A&B 
roll optical effects are wanted, or many 
release prints are required. For profes- 
sional production leading to 16mm 
B&W release, 16mm Ektachrome or 
l6mm B&W reversal, or 35mm B&W 


negative is recommended. 


MAGIC WITHOUT MATTES 


Continued from Page 730 


licite, French producer of TV commer- 
cials and business films. 
Ewald Company, Chevrolet’s advertis- 
ing agency, supervised the production. 

The commercial was photographed 
in France and directed by Bernard Le- 
Moine. LeMoine had a budget of six 
month’s production time—about triple 
that allotted most auto commercials— 
in which to turn out the three-minute 
fim. Total production costs, however, 
were only slightly higher than the cost 
of a very good on-location commercial 
shot in the USS. - 

Even more startling than the com- 
mercial itself, to the industry at least, 
is its method of production. ‘The film 
was shot in live action with no in- 
laboratory optical techniques employed, 
such as traveling or infrared mattes. 
Instead, the special visual effects were 
accomplished during the photography 
by the use of prisms, mirrors, and mat- 
tes in the camera. 

Photographed with 35mm Eastman 
Color negative Type 5250, the commer- 
cial opens with a man “driving up” 
in an invisible car, and coming to a 
stop alongside a lovely girl. The girl 
gets into the car and a hotel doorman 
places her baggage inside the trunk 


of the invisible car. The scene is ob- | 


viously Paris. 
They drive off, passing cars quickly, 


Campbell- 


rolling smoothly over rough roads, 
then zoom up a long hill with a view 
that could only be found in the French 
countryside. 

Among the cars they pass is a 
French taxi of ancient vintage with 
an old man at the wheel who stares in 
amazement at the young couple driv- 
ing by in the invisible car, apparently 
sitting on nothing. In a_ subsequent 
shot, the taxi drives up behind. the 
couple, now stopped for a_ passing 
train at a railroad crossing. Inching 
forward in wonderment, the taxi driver 
“bumps” the invisible rear of the in- 
visible car. Later, during a rainstorm, 


GOT A PROBLEM? 


| 
| Need professional advice on a 
7 picture-making problem, about 
| equipment, film or cinematog- 
| raphy? Reader's questions are in- 
| vited and will be answered by 
| mail when accompanied by a 
| stamped, addressed envelope for 
reply. Questions and answers con- 
| sidered of general interest to other 
| readers will be published here 
each month. 
7 Address your questions to the 
| ‘‘Question & Answer Amer- 
| ican Cinematographer, P.O. Box 
| 2230, Hollywood 28, Calif. 
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the outline of the car is seen with the 
couple inside, warm and dry. 
When the car comes over a small 


hill and encounters a flock of sheep 


blocking the road, the invisible car 
sows down and inches along through 
the flock. The sheep move naturally 
out of the way of the oncoming car, 
although the car itself still cannot be 


seen. 

Still later, the girl reclines on the 
invisible front seat and her escort 
lights her cigarette with a lighter 
pulled from an invisible dashboard. 
The film closes with the invisible car 
coming to a halt, and with the sleek 
lines of the Chevrolet Impala Sport 
Sedan materializing. 

Throughout the commercial, the 
car's presence is continually suggested 
by the position of the passengers 
seated in the normal positions they 
would in an actual automobile, glid- 
ing along the road but suspended in 
space; also by the accurate movement 
of the car itself, and the accompany- 
ing natural sound effects. 

The incidents in the car’s journey, 
the smoothness of its glide over bumps, 
the natural zip as it accelerated up the 
steep hill, the steady braking as the car 
approaches and passes through the 
flock of sheep, all dramatically point 
up the capabilities of the car, even 
though it is invisible. In this way the 
comercial focuses attention on ex- 
actly what is visually lacking—the car 
itself. 

When the Chevrolet appears in full 
image at the end of the commercial, 
its appearance is presented as the ob- 
vious conclusion of all the car’s per- 


formance. The implication is that it 


was unnecessary to point out that the 
invisible car is a Chevrolet since only 
a Chevy could perform as pictured in 
the preceding scenes. 


As to how these startling invisible ef- 


fects were achieved, Arco Productions 
is purposely (and understandably) 
vague, except for details they believe 
will not affect the secrecy of their basic 
lechniques. 

The running-shot sequence, in which 
the man and woman in the car are 
sen in profile, was made with the aid 
fa rather complicated rig which ex- 


tended a steel beam from the camera 


tar. The couple was seated on the far 
end of the beam in the same position 
as if they were seated in a car. Every- 
thing was carefully measured before- 
hand so the couple at all times would 
be in exactly the same position. At 
the opposite end of the steel beam, 
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where it was mounted on the camera 
car, the camera—on a panhead—was 


‘securely bolted. 


Before the camera lens, a prism, 
specially designed by Director Le- 
Moine was mounted. This prism served 
to effectively eliminate the image of 
the steel beam from the scene being 
photographed, resulting in the illusion 
of the couple riding on air—suspended 
in space. The prism also made it pos- 
sible to achieve something that travel- 
ing matte techniques could not—show- 
ing the shadow of the car’s passengers 
on the ground as the car travelled on 
the highway. To enhance the illusory 
effects in other sequences, mirrors 
were used. In others, a special mat was 
built into the camera. : 

The use of these various techniques 
and effects devices were dictated by 
the camera angles selected, and also by 
the backgrounds in a given scene. 

For the scene showing the invisible 
car and its passengers slowly inching 
through a flock of sheep encountered 
on the road, the car was fitted with a 
clear plexiglass “snow plow’ which 
extended out ahead of the car and ef- 
fectively pushed the sheep out of the 
way of the “car” as it moved. Here 
again, the undisclosed devices used in 
conjunction with the camera entirely 
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PRINTING 


Work Prints Fastax Service 
* Color-to-Color Prints * A&B Roll Prints 
* Color-to-B & W Prints * Fades-Dissolves 
Raw Stock * Timed Prints 
* Edge Numbering 


Write for complete information... 


723 Seventh Ave. 
N. Y. 19, JU 6-2293 
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RAY MERCER & CO. 


SPECIALIZED TITLES 
MONTAGES .. . ANIMATION . 
BACKGROUND SHOTS . . MINIATURES |. . 


_ TRICK PHOTOGRAPHY . INSERTS . 


In One Location for 37 Years ae 
“OPTICAL\ EFFECTS 


SUPERIMPOSURES. 
WATER AND 


MATTES . 


CINEMASCOPE . . . BLACK & COLOR 


THE ORIGINATORS OF OPTICAL SPECIAL 
, HOLLYWOOD 29, CALIF. 


ALL MODELS FIT 
IN YOUR CARI 


Write for Free Catalogue 


CINEKAD ENGINEERING CO. 


CINEKAD Microphone Booms 


CINEKAD Mike Booms are light in 

weight, rigidly constructed, precision 

engineered and ideal for location or 
studio work. 

1 Model BR-12 extends from 7 to 14 feet. 

2 Model C-12 extends from 7 to 14 feet; has 
external directional mike control. 

3 Model “Miracle” extends from 7 to 18 
feet; has internat fitted noiseless directional 
mike control. 

4 Model C-18 extends from 7 to 20 feet; 
has external directional mike control. 
Each CINEKAD Mike Boom has a sturdy 
5-foot stand, which can be elevated to a 
height of 10 feet. 


763 10TH AVE., NEW YORK 19, N.Y. 
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“SAVES TIME 


*World’s most compact lighting system; saves so 
much set-up time it pays fer itself in one day! 


furniture. . . 

@ Tape-up, clamp-on unit: universal swivel, high 
temp. U.L. cord & socket, roll of Gaffer-Tape $6.95 

© Any R 40 reflector flood or spot 150 to 500 watts 


© Rk 40 Barndoor: 44 02., attaches instantly without 
tools, folds flat, assures professional control $5.75 


4] Kit: 5 lighting units, Gaffer-Tape, space for 
5 Barndoors in a fibre carry-case 9”x12”x4” $34.50 


AVAILABLE AT LEADING PHOTO DEALERS 


LOWEL-LIGHT PHOTO ENGNR., 429 W. 54th ST., N.Y. 


400 and 
1200 foot 


Conversions 


FINEST conversion 
on the market to- 
day. Convert you: 
Auricon Cine-Voice 
or Pro to a (fine 
camera that will 
handle full 400 feet 
of film with perfect 
jam-free, wow- free 
operation. Includes 
Veeder-Root footage 
counter, filter slot 
and holders, phone 
jack in camera and 


Quick Service . . . Finest Workmanship . . . 
Mitchell or Bell & Howell Magazines. 
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eliminated all vestiges of the “snow 
plow” image from the scene. 

One of the problems that had to be 
solved early was the effect of the wind 
on the couple sitting unprotected on 
the far end of the steel beam. Ulti- 
mately the problem was. solved by 
mounting wind breakers ahead of the 
couple and out of the camera field. . 

Ironically, this solution to one prob- 
lem complicated another scene in 
which the young woman was to be 
shown with her hair being blown— 
ostensibly by the air rushing in 
through an open window—and thus 
provide the excuse to close an_in- 
visible window on the invisible car. 
Since the wind breakers devised 
earlier had eliminated the natural 
wind effect, a small electric fan was 
introduced into the scene, properly 
concealed, of course, to provide the 
air currents that tousle the young 
lady’s hair. | 

None of these problems proved too 
difficult to surmount, according to the 
producers, but were rather welcomed 
because of the challenges they posed. 
The final result, they conclude, was a 
TV film commercial with unusual spe- 
cial visual effects that could not have 
been duplicated by even the most 
elaborate traveling matte process. & 


FILMING “WEST SIDE STORY” 


Continued from Page 727 


indicated. On the other hand, a ve- 
hicle in which the characters fre- 
quently move from straight drama to 
intricate song and dance routines can 
hardly be called realistic as compared 
to actual life. Such an amalgam of 
story-telling arts is readily accepted by 
stage audiences, which are conditioned 
to certain artificialities because of the 
inherent physical limitations of that 
medium and the buffer effect of audi- 
ence-distance. The searching eye of the 
camera, however, is a vastly more 
intimate and realistic instrument, so 
that it is much more difficult to present 
hybrid stylizations of dramatic form 
on the screen with any degree of veri- 
similitude. 

The final decision was made by 
Producer-Director Robert Wise who 
decided to strike out boldly for a fresh, 


vitally original use of the cinematic 


medium. 


“Right from the beginning,” Fapp > 


relates, “Wise encouraged me to get 
what he called ‘out-of-this-world’ pho- 


tography, to experiment with off-beat 
ways of using the camera to tell the 
story more effectively—and he backed 
this up by his willingness to take the 
time to try for something really spe. 
cial. Working with a director like that 
is good for a cameraman.” 

It was also very good for the film, 
The resultant photographic treatment 
is an extraordinary blend of gutsy 
realism and stylization. amounting al- 
most to fantasy, but so skillfully are 
the two genres integrated that the me- 
chanics are never obtrusive or out of 
key with the story. When fantasy pre. 
vails, it is motivated by the wishful 
daydreams of the hostile adolescent 
gang warriors themselves—living, as 
they do, in a sordid tenement jungle, 
but escaping occasionally into a per- 
sonal imaginary world where grim 
reality is softened by a kind of inde- 
terminate beauty. The mest direct 
motivation, of course, is the rosy glow 
which inevitably suffuses the world of 
young lovers newly discovering each 
other. It is through their eyes that a 
grimy high school gymnasium. takes 
on the romantic aura of a celestial 
ballroom. It is also through their eyes 
that a tenement fire-escape becomes as 
magic a trysting place as any medieval 
balcony in Verona may have been. 

Following the film’s impressive mu- 
sical overture, which is accompanied 
on the screen by an imaginative com- 
bination of color and abstract design 
(described along with the picture's 
special effects and titles, elsewhere in 
this issue), the film begins with a 


visual prologue in which the helicopter- 


mounted camera, pointing straight 
down, glides above Manhattan, moving 
in closer and closer until it zooms right 


into a schoolyard in the West Side 


slums. Completely without dialogue, 
but using a staccato integration of 
camera and stark choreography, the 
elements of conflict — the two rival 
street gangs — are defined. The Jets 
appear, stalking possessively along 
their “turf,” flaunting their incipient 
manhood with tight-jeaned arrogance. 
Then the Puerto Rican contigent, the 
Sharks, lunges in rugged leaps down 
the street, dignified and deadly, 
shoulders full of chips. The Jets pursue 
the outnumbered Sharks in cat-and- 


mouse, vigorous ballet in and out of 


the tenements and alleys until the in 
truders flee the hostile turf. 

This striking eight-minute prologue 
was actually filmed in Manhattan on 
a tenement-lined stretch of West 68th 
St., and in a schoolyard on West 110th 
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St. The tenement buildings along the 
street had been ordered torn down 
and their windows had already been 
removed when the production company 
made arrangements with the contractor 


to delay razing the structures until 


filming was completed. The windows 
were replaced and dressed with cur- 


tains and window boxes to make the 


buildings look inhabited. A Chapman 
boom and a battery of booster lights 
facilitated shooting of the complicated 
choreography which ranged over an 
entire city block. Some of the most 
exciting angles show the dancers sil- 
houetted against the sunlit buildings. 
In other shots the facades are in deep 
shadow, forming an almost black back- 
ground for the leaping figures bathed 
in sunlight. 

In the schoolyard, several cameras 
(one of which was almost continually 
mobile) were utilized to follow a com- 
plicated interplay between the rival 
gangs as they vie for a basketball. 

After thirty days in the New York 
location, during which shooting was 
frequently interrupted by rain, the 
company finished the sequence and 
returned to Hollywood, Filling every 
stage at the Samuel Goldwyn studios 
were thirty-seven massive sets designed 
by Boris Leven—some of them with 
walls weighing many tons and requir- 
ing special equipment to move them. 
It was on these sets that the greatest 
part of “West Side Story” was filmed. 

To capture the claustrophobic feel- 
ing of New York tenement structures 
and also to provide proper backings 
for numerous low-angle shots, almost 
all of the sets included full ceilings— 
a circumstance which precluded the 
use of overhead lighting units. Fapp 
was constantly challenged, therefore, to 
find places from which to beam his 
lights in order to light the action and 
insure high quality in the photography. 
The set used in the famous “Cool” 
number slowed him down to a stop— 
but only momentarily. The locale rep- 
resented a garage 85 x 150 feet, cov- 
ered by a solid ceiling only eight feet 
above the floor, and with three slender 
pillars to break up the expanse. 

In this scene, the Jet gang enters 
what is established as an almost totally 
dark garage. During course of the 
musical routine, their girl friends pro- 
ceed to turn on the headlights of cars, 
one-by-one—the lights supposedly pro- 
viding the sole source of illumination. 
The 10 kilowatt lamps needed to simu- 
late these single high-intensity head- 
light sources were too big to conceal 
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behind the passenger cars parked in 
the garage, so the concept of the set 
had to be slightly altered to represent 
a grocery company garage filled with 
vans big enough to hide the lights. In 
order to gain sufficient depth-of-field 
to sharply render the full scope of the 
choreography, it was necessary to stop 
the wide-angle lens down to f/5.6 and 
build the light level up to 800 foot- 
candles. Since all the light was coming 
from the sides, special care was taken 
to keep those dancers nearest the lights 
from appearing too “hot” in relation 
to the rest of the scene. 


The impressive tenement alley set, 


used for the fire escape love sequence 
and frequently revamped to suggest 
several other locales, posed another 
lighting problem in that it had to be 
built clear to the top of the sound 
stage, eliminating the catwalks nor- 
mally used to mount overhead lamps. 
The fire escape produced shadows 
which were interesting, but which had 
to be carefully controlled in order not 
to fall across the actors’ faces. The en- 
tire fire escape sequence was filmed 
with the aid of a Chapman boom which 
elevated the camera 35 feet above the 
sound stage floor. 


The climactic “rumble” sequence 


of the film takes place in a set repre- 
senting an enclosed areaway beneath 
a pier of one of New York’s large 
bridges. Since there was no logically 
motivated light source for this setting, 
Fapp was at liberty to create one. At 
first, he mulled the idea of installing 
practical lights overhead, but this 
would not be authentic to the locale, so 
he decided in favor of bathing the 
scene in an overall cold light simu- 
lating moonlight. The ground was 
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watered down and the fences sprayed 
with oil so they would produce high- 
lights and show separation instead of 
going black. 

Because a large area was needed 
to stage the action, the sequence show- 
ing the dispersion of the gangs follow- 
ing the “rumble” was filmed under a 
trestle in the skidrow area of down- 
town Los Angeles. The complexity and 
scope of the sequence required four 
nights of shooting under a widely de- 
ployed battery of arc lights. Its most 
effective scene shows one of the gang 
members crossing the street just as a 
police car arrives. He runs all the way 
up the street toward the camera, sil- 
houetted against the glare of the car’s 
headlights. The headlights, the only 
source of illumination in the scene, 
were built up to a higher than normal 
level of intensity. 

For all the night sequences — those 
shot on the stage as well as on location 
—Fapp used a light fog filter over the 
lens to lend a realistic night feeling 
to the scenes and at the same tim? 
soften colors so they would not appear 
too harsh. 

The use of colored light in “West 
Side Story” is sparing, but keyed for 
definite effects. Aside from obvious 
uses (the glow from a sunset, etc.) it 
serves to inject important mood over- 
tones into several sequences. For ex- 
ample, in the “Tonight” number, just 
after Tony has found Maria (and love) 
at the gymnasium dance, he walks 
through the streets of Manhattan as if 
floating on Cloud Nine. Large panels 
of frosted lucite were erected as part 
of the set and illuminated from behind 
by multiple shimmering colored lights 
of all hues. As Tony moves in front 
of the panels, he seems to enter another 
world of sparkling beauty, symbolizing 
his starry-eyed exuberance. 

Colored light is used to advantage in 
another sequence enacted in a_bed- 
room that is dark except for light 
shining through the vari-colored glass 
panels of French doors separating the 

area from an adjacent lighted room. 
Having worked out this detail of the 
set in advance with the Art Director, 
and having established the multi- 
colored doors as a logical light and 
color source, Fapp was able to most 
effectively use squares of variously 
colored light as the sole illumination 
for the bedroom and the players in it. 


Another interesting lighting effect 
appears in the sequence following the 
“rumble” when police appear on the 
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scene. New York police cars have 
flashing red lights revolving on top. 
To simulate the effect of this inter- 
mittent red light falling on the players, 
a whirligig device was constructed on 
which were mounted two 10 kilowatt 
lamps with red filters in front of them. 
The police car was first established ap- 
proaching at a distance. As it drew 
nearer, the lights on the whirling de- 
vice (its rate of movement closely 
synchronized to that of the police car 
lamp) were stepped up in intensity to 
illuminate the scene, enhancing the 
overall dramatic effect. 


Unlike some directors who feel that 
a wide-screen format calls for long 
master scenes with few cuts and fewer 
closeups (as exemplified by Otto Prem- 
inger’s approach to “Porgy and Bess”’), 
Director Robert Wise utilized many 
striking extreme closeups and a variety 
of camera angles to afford staccato in- 
tercutting in the film’s more dramatic 
sequences. In several sequences, such 
as the “rumble” and the gymnasium 
dance, several cameras were set up to 
provide a selection of flash cuts care- 
fully matched for action. 


Panavision-70 Process 


“West Side Story” was photographed 
in the Panavision-70 process, which 
employs 65mm film for photography 
and 70mm film for release prints to 
accommodate the multiple sound tracks 
of the system. It was the second pro- 
duction (“Exodus” was the first) to 
employ the newly designed Panavision 
cameras (both standard and hand-held 
models) which are distinguished by a 
200° shutter and a unique rock-steady 
movement which stops the film com- 
pletely before the registration | pins 
enter the sprockets, insuring a picture 
free from jiggle and blur even on the 
largest screen. 


Panavision personnel worked very 
closely with Director of Photography 
Fapp during: filming of this picture 
_in order to adapt lenses and cameras 
“to his requirements. For example, Fapp 
suggested that some of the New York 
tenement location scenes would be more 
dramatic if, in the photography, the 
skyscrapers in the background could 
be brought up closer and “packed” 
together so they would seem to loom 
dominantly in the background above 
the dancers. To achieve this, Pana- 
vision engineers designed and con- 


structed an extreme (450mm) tele- 


photo lens. This lens has a unique and 
extremely elaborate baffling system 


which eliminates stray light bouncing 


between the lens elements, thus doing 


away with the characteristic flat, hazy 
66 99 
telephoto” effect. Dramatic scenes 
filmed with this lens have the same 
high contrast as those shot with stan. 
dard lenses, permitting smooth inter. 
cutting. 


Panavision also created for this pro- 
duction the first zoom lens  eyer 
designed to cover a 65mm film frame. 
Called the PanaZoom, the lens ranges 
in focal length from 95mm to 250mm, 
Its smooth movement: is driven by an 
electric motor, governed by both a 
rheostat and a gear shift, thus insuring 
perfect electrical as well as mechanical 
control. The PanaZoom was used to 
advantage in several sequences of the 


film. In the prologue it provided a 


smooth and effective fluid camera 
bridge between the helicopter shots 
and the scenes photographed on the 
ground, It was also used dramatically 
for “shock” closeups—as in the “rum. 
ble” sequence when a switchblade sud- 
denly appears in the hands of a 
supposedly unarmed Shark. 


Panavision engineers, one of whom 
was always present on the set through- 
out the entire shooting of the picture, 
provided other equipment innovations 
—including a special type matte-box 


_ for the camera mounted beneath the 


helicopter for shooting the prologue 
scenes. The hand-held Panavision cam- 
era was also used with good effect to 
get intimate flash shots during the 
fights and choreographic numbers. 
Not for a long time has Hollywood 
produced a picture that depended so 
much on the photography and the 
photographer for its impact. In the 
very beginning of its conception, the 
whole art of cinematography was care- 
fully investigated, reviewed and ana- 
lyzed for the contributions it could 
make directly in enhancing the visual 
aspects of “West Side Story.” Unlike 
many screen stories, this one was “writ- 
ten for the camera,” and in it, the 
imaginative Daniel Fapp found un- 
bounded opportunity to create and 
contribute a photographic achievement 
long to be remembered. ws 


FOR MORE INFORMATION 


on the products or services ad- 
vertised in this issue, use the 
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EFFECTS AND TITLES FOR “WEST SIDE STORY” 


Continued from Page 738 


ing the producer greater flexibility in 
timing the length and location of the 
color changes in the overture period to 
achieve exactly the effect desired—and 
at less expense. | 

To effect the color changes by the 
A&B roll release printing method, 
dissolves of varied lengths were made 
from one color film unit to the other. 
With the excellent lap-dissolve mecha- 
nisms available at Technicolor, mul- 
tiple dissolves were made back and 
forth and smooth enough to show as 
radual color changes on the _ back- 
ground of the abstract. In the theatre, 
this pictorial effect accompanies the 
overture on the screen with the house 
lights dimmed about 50% until the 
moment when the aerial scene of 
Manhattan Island evolves from the 
abstract at the finish. | 


Optical Printer Effects 


I believe that “West Side Story” 
is the first 65mm picture to use the 
optical printer extensively for visual 
effects, thus approaching the freedom 
that we have been accustomed to in 
the field of 35mm. Robert Wise’s ex- 
tensive knowledge of the potentials of 
the optical printer and of the results 
obtained with its intelligent use as a 
film-making tool, made our work in 
this phase of “West Side Story” ex- 
tremely challenging. The relatively 
new 69mm film medium posed many 
problems, chiefly because of the lack 
of the facilities that are so readily 
available for 35mm: a variety of raw 
film stocks, special processing, and 
adequate specialized equipment. The 
limitations presently prevailing with 

mm made it most difficult to ac- 
complish some of the effects desired, 
and several times it was necessary to 
make compromises when _ unforseen 
problems appeared that- were not evi- 
dent when ideas were put into work. 

The only 65mm optical printing ef- 
fects facilities available at the time 
production started on “West Side 
Sotry” were at MGM Studios, where 
some excellent effects work had been 
tumed out for “Ben-Hur.” The 
Mirisch Company, as an independent 
production company, accordingly had 
to rely on the 65mm optical printing 
equipment which Technicolor then 
had under construction. In the mean- 
time, effects for “West Side Story” 
had to be planned and worked out 
in 35mm in a manner that would 
permit duplicating them later on the 
65mm equipment then being rushed 
to completion. 

We made nearly all the special ef- 
fects for final approval through the 
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use of anamorphic 35mm _ “print- 
down” masters, which are made by 
direct optical reduction printing from 
65mm original negatives. This same 
procedure was followed in printing the 
picture dailies for work print use, so 
screen quality in the effects would 
then be relatively the same when cut 
into the work print. When the effects 
scenes were finally approved by Rob- 
ert Wise, they were turned over to 
Technicolor for duplication on their 
65mm _ optical effects printer—now 
completed. Here Technicolor _pro- 
ceeded according to information sup- 
plied from the technical data records 
of our 35mm effects scenes. 


Most “Talked-about”’ Effect 


Among the noteworthy visual ef- 
fects in “West Side Story” is the scene 
in which Tony and Maria discover 
each other on the dance floor. It’s a 
sort of love-at-first-sight thing, and as 
they stare in wonderment at each 
other, they gradually become oblivi- 
ous of the blatant music and the 
frenzied dancers which surround them. 
To the audience, all else in the scene 
becomes diffused and the light is sub- 
dued except on Tony and Marie, who 
stand out clear and sharp and brightly 
lit. The effect (see Fig. 5) brought 
forth especial acclaim from many of 
the nation’s motion picture reviewers, 
some of which are quoted below: 


“The scene shimmers with pastel 
light, then blurs as Tony catches his 
first glimpse of Maria, and in the 
entire hall only the two of them are 
clearly visible.”—-Saturday Review. 


. the wild dancers are faded 
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QUALITY GUARANTEED 
USED EQUIPMENT 


CAMERAS 
Auricon Cine Voice Model 2 Single lens 
mount, variable density Galvanometer, 
RA30 Amplifier $ 750.00 
Arrifiex 16, new style 16-25-50mm Xenon 
lenses, Matte Box, Camera Case for 


comera and 400 ft. Mags. 1,900.00 
Arrifiex 35mm, 120° shutter, 28-50-75mm 
Xenon lenses 1,200.00 


Arrifiex 35mm w/variable speed motor, 
120° shutter, 30-50-75mm Primoplan 


lenses, 3—200 ft. g 1,000.00 
Arrifiex 35mm w/180° shutter, 28-50- 

75mm Xenon lenses, motor cable, sun- 

shade, matte box, case, I1—400 ft. 
_magazine 1,700.00 
Cinefilex 35mm camera w/200 ft. mag., 

12 volt DC motor, and power cord........ 300.00 
Eyemo 35 Single lens ‘‘A’'' mount w/2” 

Eyemax lens 225.00 
Eyemo 35 w/47mm Cooke F 2.7, case....... 175.00 


Filmo 16mm 70 S High-Speed Camera..... 200.00 
Bell & Howell 35mm standard mode! D.D. 

High Speed camera w/cable and extra 
belts, case 2,600.00 
Bell & Howell 35mm Standard camera 

#616 w/170° shutter, unit 1 shuttle, 

overhauled and refinished 2,500.00 
Cine Special I! w/100 ft. and 200 ft. 

mags., 15mm Ektor 2.5, 152mm Kodak, 


Telephoto F 4.5 Lenses, Case................. 925.00 
Cine Special | w/100 ft. magazine, 25mm 

K.A. F 1.9 Lens 350.00 
Cine Special I! w/100 ft. magazine.......... 00 
Maurer-05 Camera head only w/built-in 

features and 1—400 ft, mag, 2,000.00 
DeVry 35mm comera w/50mm lens............ 175.00 
Arrifiex 35mm Blimp 1,350.00 
Arrifiex 35mm 110 Volt Synch motor and 

case 400.00 
Cine Special sync, motors 75.00 
Mitcheli 12 volt 35mm _ variable speed 

motor 250.00 
Filmo motor—115 volts, 24 frame sync, w/ 

cable 110.00 
Eyemo motor, variable speed, 24 volt....... 65.00 
Wall Sync. motors, 220 volt, 50 cycle, 3 

phase 250.00 
Arrifiex 35mm 200 ft. magazi 70.00 
Arrifiex 35mm 400 ft. magazi 100.00 
Cine Special 100 ft. Film Chambers..........0 150.00 
Cine Special 200 ft. Film Chambers.......... 350.00 
Bell & Howell 400 ft. 35mm magazines.... 75.00 
Bell & Howelj 1000 ft. 35mm magazines... 125.00 
Mitchell 400x35 magazines 100.00 
Bell & Howell 400x35 Bi-Pack magazine.... 350.00 

EDITING 

Moviola 35/35 w/bulls eye, no mag., com- 

posite sound 900.00 
Movicola 35/35 Preview large screen w/ 

mag., footage counters 1,800.00 


Moviola editing machine (UCS) 35/53 old 
model cutters machine only, no take up 
arms, optical composite sound ............. 375.00 

Neumode Splicer R-2 (35mm) 22.00 

Moviola Model ‘‘D’’' Picture Head w/take 
up arms, variable speed, foot pedal..... 200.00 

Bell & Howell 16-35mm Splicers 225.00 

Bell & Howell Splicer, foot models, com- 


bination 16-35mm, overhaul 900.00 
Bell & Howell Splicer, foot model 35mm, 

overhauled 850.00 
Neumade Heavy Duty Power rewinds w/ 

foot pedal—16 or 35mm 76.00 
Moviola 16/16 w/Bulls Eye, no mag., 

composite sound 900.00 
Trickle Charger for Arri. wet cell bottery.. 10.00 
Pan Cinor, 20 to 60mm in mount..... 100.00 
Cinegon 20mm in Arri, mount 375.00 
Mikro Kilar 40mm _ lens 150.00 
Mitchell Viewfinder 350.00 
Spectra 2-Color meter 200.00 
Spectra 3-color Meter 260.00 
Bell & Howel! geared head tripod, com- 

plete w/base 350.00 
Akeley Tripods, gyro head................... $550.00 & UP 

SOUND-PROJECTION-LIGHTING-PRINTERS 
G-924 Mixer (3-position) 250.00 
Reeves 16mm PV100 Recorder 1,200.00 
Tapak Recorder 300.00 
Magenemite Recorder 200.00 
GPi—Jan Projector w/speakers—Genova 

Movement 1,000.00 
Colortran Jr. Kit | 137.00 
1000 Watt T 12 P (Code DFD) Projection 

lamps............$3.00 each.......... per dozen 30.00 
UHLER combination continuous 

printer, A-1 condition 500.00 


35mm Bell & Howell Model D printer, 
completely overhauled, A-1 condition...... 3,000.00 
Model K FILMLINE Processor for 16mm 
negative or positive work. Complete with 
rotary oir compressor. Excellent shape .. 900.00 


CAMERA EQUIPMENT CO., INC.. 


Dept. A 
315 West 43rd Street, New York 36, N. Y. 
JUdson 6-1420 
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out and the two lovers individual.- 
ized while the music gentles down 
into a kind of dreamy standstill. 


This is exceptional movie work.”— 


N. Y. Herald-T ribune. 


“Director Robert Wise’s color cam- 
era, misting out all the other danc- 
ers, made this an enchanted mo- 
ment, indeed.”—Los Angeles Times. 


“It then moves to the high school 
gym, where Tony gets his first 
glimpse of Maria, blocking out all 
but these two.”—Boston Record. 


“Innocent first-sight lovers are iso- 
lated in golden mist at a teenage 
dance.” Y. Times. 


Although this was not a particu- 
larly difficult optical effect to produce, 
it has attracted this unusual attention 
because it was so applicable to the 
situation. Reverberation of the sound 
also did a lot to enhance the value 
of this effect. Visually, the “out-of- 
this-world” effect was accomplished by 
painting on a small piece of optical 
glass, which was mounted at the prin- 
ter aperture, using transparent cement 
properly applied in areas to align it 
with the action in each individual cut. 

Another effect that has attracted 
much favorable comment is described 
in the text printed on the album cover 


for the Columbia record, “West Side 


Story”: 

“Wise advised his laboratory assis- 
tants to experiment with color ef- 
fects; if they worked, they might 
be used. One that worked espe- 
cially well was. a striking dissolve 
from the dressmaker’s shop where 
Maria begins to twirl happily in 
anticipation of the dance she will 
attend that night . . . to the com- 
munity church dance hall where the 
dance is in progress. An almost 
abstract whirl of color and move- 
ment establishes the high-spirted 
atmosphere.” 


The effect described was accom- 
plished by successive printing through 
three separation filters. At certain 
points, while the optical printer was 
making the zoom-in, the separations 
were dropped out of sync with each 
other, resulting in attractive color 
fringes. The zoom then continued on 
and out of focus, producing a blaze 
of whirling colors which dissolve on 
the screen to gyrating red abstract 
forms that gradually- evolve into a 
red mask film showing a group of 
dancers, and these gradually material- 
ize to full and properly proportioned 
conventional figures (Fig. 4). 

Another effect occurs in the scene 
in which one of the gangs files past 
the camera. The scene zooms into a 
red, blurry mass as abstract lines 


appear and zoom back, turning into 
the glistening steel fabric of a chain. 
link fence superimposed over the set. 
ting for the gang fight to follow. _ 
_ There is another effect in the pic. 
ture worthy of mention here: During 
the “Tonight” duet, sung by Maria 
and Tony, the sordid tenement alley 
background is transformed into a 
soft-focus romantic one. This was ac. 
complished by superimposure of a 
beautifying painting generated from 
the actual background set. 

Following the two lovers’ first meet. 
ing at the gym dance, the set light. 
ing becomes dimmed, and _ colored, 
diaphanous star-like forms are seen 
falling slowly within the scene around 
the boy and girl—an effect produced 
by means of several exposures of fall- 
ing reflective objects, colored and 
optically distorted in the optical prin- 
ter, and superimposed over each cut 
in the sequence. “. 

During the mock-wedding sequence, 
a golden ray of light appears pro- 
jected into the scene from above and 
reaching to the kneeling couple. This 
was accomplished by superimposure 
of a painting of the light ray—dif 
fused, blended in, and properly posi- 
tioned. 

A painting was used again in stil] 
another scene for a desired effect: As 
Tony leaves the dance at the gym, the 
hallway process background turns into 
a night street scene as he sings the 
song “Maria.” This involved an eight- 
foot-wide painting of the upper por- 
tion of the street scene, which was 
photographed in a slow camera dolly- 
back. A print of this shot was then 
projected as a process background, 
with Tony walking on a treadmill in 
front of the screen—the treadmill, of 
course, being out of camera range. 


There are other optical effects in 
the picture that are less perceptible as 
such, because they are more a modi- 
fication of existing scenes. These in- 
clude such optical work as_ super- 
imposure of highlights on a falling 
knife, dolly-shots, enlargements of 
areas to alter compositidn, superim- 
posures of flares over automobile head- 
lights, shock zooms, color patches 
added to scenes for dramatic effect, 
diffusion, filtered, dodged and matted 
areas, blowups from 35mm, camera 
whip to tie in a painting to a produc- 
tion scene, and other more routine 
optical printer work. 

As much of this work was in the 
realm of pioneering in 65mm, our 
success with it resulted to a great 
extent from the patience and coopera- 
tion extended us by Mirisch Pic- 
tures, Producer-director Robert Wise, 
Production Manager Al Wood, and 

Continued on Page 760 
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largest, Most Productive Classified Ad Section Of Any Publication Serving Makers Of Motion Pictures 


STUDIO & PRODUCTION EQUIP. 


Wall 35mm Camera Movements $250.00 
B&H 35mm 400ft. Magazines 35.00 
B&H 35mm 1000ft. Magazines 100.00 
Mitchell Double Arm Matte Box........ 175.00 
Mitchell Variable Diffuser 125.00 
‘Mitchell 1000ft. Standard Magazines 95.00 
Kinevox Automatic Slater 450.00 
24mm Cooke Speed Pancro F/2, 

Eyemo Mount 125.00 
95mm Baltar F/2.3, Eyemo Mount...... 115.C0 
50mm Baltar F/2.3, Eyemo Mount...... 110.00 
75mm Baltar F/2.3, Eyemo Mount...... 120.00 


100mm Baltar F/2.3, Eyemo Mount.... 160.00 
25mm Baltar F/2.3, Mitchell Mount.... 135.00 
50mm Baltar F/2.3, Mitchell Mount.... 140.00 
100mm Cooke Pancro F/2.5, 

Mitchell Mount 160.00 
152mm Baltar F/2.7, Mitchell Mount... 175.00 
Magnasync Model 5, 16mm Magnetic 


Recorder 975.00 
“Blue Seal 35mm Optical Recorders, 

less Galvo 1995.00 
Blue Seal 35mm _ Recorder, Modulite 

VD Galvo 2595.00 
Blue Seal 35mm Recorder, RCA VA, 

Galvo. 2995.00 
Blue Seal 35mm Recorder, Blue Seal 

VA Galvo 3150.00 
220-Volt 3-phase 1/3 HP Synchronous 

Motors 65.00 
220-Volt 3-phase Interlock Motor, 

Mitchell Std 195.00 
220-Volt, 3-phase Interlock Motor, NC 

or BNC . 375.00 
220-Volt 3-phase Sync Motor 

door-mounted Std. 275.00 
MR-170 Hi-Arc & stand 750.00 
MR-90 Hi-Arc & stand 550.00 
MR DURAC & stand........ - 225.00 


J. BURG] CONTNER, ASC 
BLUE SEAL SOUND DEVICES 
P.O. Box 472, New Canaan, Conn. 


See S.O.S. on Pages 724 and 725 
TRADES TAKEN 
Phone PL 7-0440 * Cable SOSOUND 
S.0.S. PHOTO-CINE-OPTICS, INC. 
602 W. 52nd Street, New York 19 
Western Branch—6331 Hollywood Blvd. 
Hollywood, California 
Phone: HO 7-2124 


“RENT 7 
Bell & Howell 16mm Md. J or 35mm Md. CD 
Printers. 
Call or Write 
GORDON ENTERPRISES 
9362 N. Cahuenga North Hollywood, Calif. 


2—35mm DE VRY projectors, semi-portable, 
2000 ft. capacity, each with amplifier, speak- 
, and one metal case containing 106 Ibs. 
Parts. Projectors are brand new, sealed in can, 
st over $3,000.00 each. Our price only 
$1,100.00 each. NOLASCO FILM LAB., 3106 
pai San Antonio 7, Texas. Tel. GE 


THREE surplus Houston processors, one Model 
10-C 16/35mm_ negative-positive. Needs 
deaning and overhauling. Huge 32-C color 
Machine, parts missing and damaged. Both 
for $1,600 as is, where is. Clean 22-B 16mm 
Ng.-pos. processor, $1,395 or all three, 
$2,650. GEORGE PETROS, 1238 S. James- 
town, Tulsa, Oklahoma. 


STUDIO & PRODUCTION EQUIP. 


AURICON Cine-Voice like new, complete with 
1.5 Wollensak 1”, 3” Elgeet. 3-lens turret 
mount, amplifier, mike, cables, case, mattes, 
Pro Jr. tripod legs and head, spider. Best 
offer over $825.00. JAMES HARELSON, 421 


~E, 78 St., N.Y. RE 4-8781. 


SAVE $800—Cooke Kinetal lenses from 9 to 
100mm. Write Box 1441, AMERICAN CINE- 
MATOGRAPHER,. 


WANTED 


CINE Special Series |. Perfect. 1” lens. 
$400.00. Write Box 125C, AMERICAN CINE- 
MATOGRAPHER. 


WANTED 


FOR THIRTY-FIVE YEARS WE'VE TRADED 
AND SOLD 
Equipment new and equipment old. 
To serve our customers is our desire. 
Let us help you find a buyer. 
CONSIGNMENTS TAKEN— 
SET YOUR PRICE—SHIP IT IN 
OUR PERCENTAGE IS SMALL 
WIRE US — PHONE: PL 7-0440 
5.0.5. PHOTO-CINE-OPTICS, INC. 
Formerly $.0.S. Cinema Supply Corp. 
Dept. fc Cable: SOSOUND 
602 W. 52nd Street New York 19, N.Y. 
Western Branch — 6331 Hollywood Bivd. 
Hollywood, Calif., HO 7-2124 


HIGHEST PRICES PAID 
for your used 16mm and 35mm 
professional equipment of any kind. 
Urgently need 
clean Arris, Auricons, Mitchells, Zoom lenses, 
etc., for our Rental Program. 
HOLLYWOOD CAMERA COMPANY 


6838 SUNSET BLVD., HOLLYWOOD 28, CALIF. 


WANTED TO BUY FOR CASH 


16MM AND 35MM CAMERAS 
AND ACCESSORIES 
MITCHELL—BELL & HOWELL STANDARD 
AND EYEMO—ARRIFLEX—-MAURER 


ALSO 


LABORATORY, EDITING AND 
LIGHTHING EQUIPMENT 
CAMERA EQUIPMENT CO., INC. 
315 WEST 43RD STREET * NEW YORK 36, N. Y. 
CABLE—-CINEQUIP 


EXPERT FREELANCE 35MM CAMERAMEN— 
Register for money-making local assignments 
in U.S., Central and So. America, Caribbean, 
Orient, and other foreign locales. Good cam- 
era equipment, creativity, and ability to pro- 
duce professional results essential. Payment by 
assignment and footage basis. Give particulars 
and phone number in first letter. WORLD WIDE 
FILMS, 108 So. LaJolla Ave., Hollywood 48, 
Calif. Phones: WE 0-8308 and OL 3-5072. 


TRY F&B LAST 
FOR THE HIGHEST QUOTE ON 
USED MOVIE EQUIPMENT 
FLORMAN & BABB 
68 W. 45th ST., N. Y. 36, N. Y. 


USED Auricon Cine-Voice, preferably converted; 
no sound, 3 lens turret. Write Box 1440, 
AMERICAN CINEMATOGRAPHER. 


16 & 35MM CAMERAS—ANY CONDITION. 


MITCHELL — ARRIFLEX — BELL & HOWELL — 


AURICON. 
ALSO ACCESSORIES & LENSES 
FOR THESE CAMERAS. 
H. C. ROSS 
161 Roosevelt Avenue  Cresskill, New Jersey 


WHY SACRIFICE 
your production and struggle with old or used 
equipment when we can trade for cash or 
new equipment? Let us know what you have 
and what you need. 
THE CAMERA MART, INC. 
1845 Broadway PL 7-6977 New York 23, N.Y. 


SERVICES AVAILABLE 


BRITISH CINEMATOGRAPHER, 35/16mm_ stu- 
dio background, seeks progressive position 
with American film company. Experience also 


of editing, sound recording, scriptwriting. 


Young, single, English public school education. 
Desires to re-locate permanently. All corre- 
spondence answered; photograph on request. 
Fullest particulars from Box 1438, AMERICAN 
CINEMATOGRAPHER. 


DOCUMENTATION IN CHICAGO...and_ sur- 
rounding areas. Industrial, human _ interest, 
scenic, backgrounds, what-have-you? Expe- 
rienced personnel with professional equip- 
ment (ARRI). LAMAR BLOODWORTH, Selene 
Studios, 8139 Milwaukee Ave., Niles 48, Illi- 
nois, USA. 


PRODUCERS: When you need services — re- 
search, scripts, directors, photographers, edi- 
tors, soundmen or professional :consultation, 
write Box 1439, AMERICAN CINEMATOG- 
RAPHER. 


16mm FILM assignments—Chicago, Zoographic, 
Scenic, Industrial. ARLETTE STUDIO FILM PRO- 
DUCTIONS, 1657 Grace St., Chicago 13, IIli- 
nois. Bl 8-8612. 


FILM ASSIGNMENTS, New York, Boston area, 


scenic, stock shots, industrial. ACORN FILMS, 
168 W. 46th St., N. Y¥. C. Judson 6-2272. 


TITLES & OPTICALS for low budget produc- 
tions. 8/16/35mm service. Samples and price 
list from ASSOCIATED CINETITLE SERVICES, 
P.O. Box 1206, Bell, California. 


CAMERAMAN available for assignments in- 
cluding UNDERWATER. ROY CHEVERTON, 2625 
N. Ocean Blvd., Fort Lauderdale, Fla. 


MICROPHOTOGRAPHY, TIMELAPSE, and SPE- 
CIAL INSERT PHOTOGRAPHY produced to your 
most exacting requirements with the South's 
most complete special cinematography facili- 
ties. LAWRENCE SMITH PRODUCTIONS, 1951 
Delaroche Drive East, Jacksonville 10, Florida. 
EVergeen 9-3431. 


CAMERAMAN seeks assignments and repre- | 


sentation in India. Bolex, Auricon, B&H 35mm 
equipped. Leaving January. BATRA, 2215 
Barclay, Montreal, Canada. REgent 9-4675. 


Continued on Next Page 


RATES: Ads set in lightface type, 15¢ per word. Minimum ad, $2.00. Text set in 
lightface capital letters (except {tst word and advertiser’s name) 20¢ per word. 
Modified display format (text set in boldface type, capitals or upper-and-lower case) 


American Cinematographer, 
close ist of month preceding date of issue. 


$1.50 per line. Send copy with remittance to cover payment to Editorial Office, 
1782 No. Orange Drive, Hollywood 28, Calif. Forms 
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Classified Ads 


Continued From Preceding Page 


SERVICES AVAILABLE 


PAKISTANI / INDIAN: Director - Cameraman 
wants assignment anywhere in Asia. Like to 
co-produce documentary films in India/Pakis- 
tan. Write: AMIN CHAUDHRI, 123 E. 38, New 
York 16, N.Y. Plaza 9-4558. 


LABORATORY & SOUND 


ROCKY MOUNTAIN 16MM HEADQUARTERS 
16mm Black & White and Anscochrome 
Processing—Printing—Recording—Editing 
Rental * Sales ¢ All types of film in stock 
Write for Price List 
WESTERN CINE SERVICE, INC. 
312 S. Pearl St., Denver 9, Colo. 
Sherman 4-1017. 


SOUND RECORDING at a reasonable cost. 
High Fidelity 16 or 35. Quality guaranteed. 
Complete studio and laboratory services. Color 
printing and lacquer coating. ESCAR MOTION 
PICTURE SERVICE, INC., 7315 Carnegie Ave- 
nue, Cleveland 3, Ohio. Phone ENdicoftt 
1-2707. 


FOR THE ANSWERS ... 


refer 


. « + to your photographic problems, 
with confidence to the new 


AMERICAN 
CINEMATOGRAPHER MANUAL 


Most comprehensive compilation of cinema- 
tographic data ever assembled between the 
covers of a single book. Contains more than 400 
pages of concise, practical and informative data 
and charts invaluable to every cinematographer. 

There's something to help you on every page 
of this valuable fact-packed book! Order your 
copy today’ 


$7.50 


- . Post Paid 


AMERICAN CINEMATOGRAPHER MANUAL 
P:O. Box 2230, Hollywood 28, Calif. 


Please send me............ copies of the AMERICAN 
CINEMATOGRAPHER MANUAL. Payment enclosed 


Please ship C.O.D 


Name 


Street & No 
City Zone f 


Stote 


*For orders mailed within California, please 
add 4% sales tax. 
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TITLES AND EFFECTS 


Continued from Page 758 


Technicolor. The latter companys 
65mm optical printing facilities a 
put into use for the first time for 
“West Side Story.” As most of our 
effects were highly creative and ex- 
tremely involved, the job of printing 
and integrating these into the picture 
was not an easy assignment for them, 
considering the problems inherent in 


65mm and in working with new equip- | 


ment for that medium. Regardless of 
such problems. however. their results 
were excellent. 


The Credit Titles 


Imaginatively conceived and de- 
signed by Saul Bass, the credit titles 
were placed at the end of the picture. 
The sequence of titles is nearly 500 
feet in length and consists of 32 title 


Production of the titles in the studio 
involved the construction of nine small 
sets, consisting of old walls, fences, 
time-scarred doors and windows from 
razed buildings, and odd traffic signs 
—all of the type that might be found 
in New York’s west side. Most of 
the credits were artistically scribbled 
on these sets (Figs. 6 to 9) which 
were photographed for the most part 
in long sustained shots, with the cam- 
era dollying across the sets, stopping 
momentarily to photograph a credit, 
then moving on to the next—some- 
times dollying in or away from the 
set, or with the camera elevating or 
lowering enroute. 

For this, of course, considerable pre- 
planning, cueing, and rehearsing was 
necessary before the actual photog- 
raphy was undertaken. Each camera 
move and stop had to be carefully laid 
out for the accurate field size, timed 
for the required reading interval, and 
the speed of travel from point to point 
calculated. Because of the variety of 
moves required, no dolly tracks could 
be used. Shooting was done with a 
free dolly, with all moves and stops 
indicated by marks made on the dolly 
crane, the floor, and on an upright 
column for the vertical camera moves 
(Fig. 9). Location of the various 
suide marks was determined follow- 
ing a tape play-back of pre-recorded 


counting. In addition, the large-dial 
sweep-hand clock, previously men- 
tioned, was synchronized with the 


camera and used to work out and 
check results on all timing directly 
after photography. 

In a complicated photographic oper- 
ation of this kind, the utmost skill 
and precision on part of the camera 
operator and also the dolly grip are 


essential. In this respect, the work of 
operator John Finger and grip Louis 
Kusley in photographing the credit 
titles represents the highest integrity 
and craftsmanship. Every dolly move. 
ment in the complicted, pre-arranged 
pattern had to be precise to bring the 
camera exactly in line with each title 
area; and the camera had to be accu. 


rately framed and focused and each 


title card photographed for the length 
of time prescribed for it. 

Each of the nine sets was _photo- 
graphed as a separate scene, then all 
dissolved together by Technicolor dur. 
ing the 70mm A & B release printing 
operation. As it was impossible to criti- 
cally time the camera moves on the 
set during photography, it therefore 


‘was necessary to do some modifica. 


tion of the footage length on the opti- 
cal printer in order to give the re. 
quired reading time to the various 
title cards. This was done when mak. 
ing the 65mm _ optical interpositive 
color master from the original nega- 
tive. This flexibility, together with 
the convenience of having each title 
set aS a separate unit, provided the 
necessary latitude for changes which 
inevitably are required in the produe- 
tion of important main titles. 

Thus, if a name in the credits was 
subsequently changed, requiring new 
photography and retracing of the sey- 
eral steps necessary to accomplish it, 
only one unit or set was involved in 
the remake, with consequent savings 
in production costs. As it turned out, 
there was only one change required 
in the completed title. It involved the 
addition of a new credit card, which 
was then photographed and integrated 
with the few superimposed titles that 
are in the sequence. 

In my opinion 65mm is a wonder- 
ful screen medium, offering as it does 
such impressive, wide scope and the 
finest of screen image quality. I have 
found no really serious problems in 
the 65mm special effects I have done 
that are relatively any different than 
one normally finds in 35mm, with the 
exception of those caused by the limi- 
tation of 65mm facilities mentioned 
earlier. And I feel it wi!l not be long 
before this condition is alleviated and 
that we will see wider use of 65mm, 
even in lower budget film production. ® 


To keep reliably informed on the latest 
developments in modern cinematography; 
to keep posted on ‘‘what'’s new’’ in mo- 
tion picture equipment, read AMERICAN 
CINEMATOGRAPHER every month. Get it 
by mail—subscribe today; 12 issues, U.S. 
and Canada, $4.00. Foreign, $5.00. 


AMERICAN CINEMATOGRAPHER 
1782 N. Orange Drive, 
Hollywood 28, Calif. | 
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INDEX TO AMERICAN CINEMATOGRAPHER FOR 1961—Volume 42. 


INDEX BY TITLE OR SUBJECT 


A 
American Cinematographer Manual, Jan. 28. 
Animation, Jun. 358. 
Answers Through Cinematography, Mar. 162. 


Applying Science to TV Film Photography, 


Mar. 168. 
AS.C. Begins 42nd Year, Jan. 10. 
Assignment In Japan, Aug. 473. 


B | 

“Back Street,’ The Photography Of, Nov. 660. 
Bingham's Beat, Sept. 538. 

Boeing’s Aerospace Division Film Unit, Aug. 
476. 

Bolex H-16 Camera Modification, Nov. 668. 
Boom Shot Technique, Jan. 30. 
British Film Patrol System, A, Oct. 608. 


Cc 


Cameraman On Horseback, Mar. 156. 

Cameras On The Hot Seat, Feb. 92. 

Car Mounts For Cameras, May, 298. 

Case For The Inventor Of Motion Pictures, 
The, Nov. 676. 

Cinematographers (Articles About): Russell 
Metty, ASC, Jan. 42; Sam _ Leavitt, ASC, 
Feb. 90; Robert DeGrasse, ASC, Apr. 218; 
Arthur Miller, ASC, Apr. 232; Harry Strad- 
ling, Sr., ASC, May 288; Stanley Lipinski, 
Mar. 168; William Daniels, ASC, Jun. 
348: Lionel Lindon, ASC, Jul. 408; Joseph 
V. Mascelli, Jul. 412; Russell Harlan, ASC, 
Aug. 470; Ted McCord, ASC, Oct. 598; 
Floyd Crosby, ASC, Oct. -612; Stanley 
Cortez, ASC, Nov. 660; Charles G. Clarke, 
ASC, Nov. 676; Daniel Fapp, ASC, Dec. 
726; Charles Lang, Jr., ASC, Dec. 732; 
Linwood G. Dunn, ASC, Dec. 736. 

Cold Storage Protects Color Negatives, Mar. 
170. 

Color Correction, What Is, Feb. .104. 


Danny Thomas TV Show, Filming The, Apr. 
218. 

Day-For-Night Shots, Jan. 36. 

Do-It-Yourself Promotion Films In 8mm Sound, 
Apr. 234. 

Douglas Aircraft Company (In-Plant Film Unit 
Apr. 220. 


Editing, Feb. 94; Mar. 166. 

8mm Sound Films, Apr. 234. 

‘Exodus,’" The photography of, Feb. 90. 
Experimental Film, The, Jan. 40. 
Experimental Film Venture, Aug. 477. 


Fast Processing, Jun. 351; Oct. 608. 

Filming ‘‘Exodus'’ in Super-Panavision 70, Feb. 
90. ( 

Filming ‘‘Spartacus’’ in Super 'fencnirame, Jan. 
42. 

Filming ‘‘Sumi-San" in Japan, Jun. 350. 

Filming The ‘Danny Thomas TV Show," Apr. 
218. 

Filming The Fastest Flyer, Jul. 420. 

Filming The “500” For TV, Aug. 478. 

film Editing, The Techniques of Creative, Feb. 
94, Mar. 166; Apr. 222. 

Film Music, The Significance of, May, 302. 

Film On Soldering Techniques, A, Jul. 412. 

Films To Train Space Ship Pilots, Aug. 476. 

focus, The Question of, Feb. 98. 

follow-Focus, The Technique of, Jan. 34. 


H 
‘Hatari,"" Photography of, Aug. 470. 
Hazardous Assignment In An Asphalt Jungle, 
Jul. 408. 
Helivision—A System of Aerial Photography 
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With Zoom Effects, Nov. 664. 
High Speed Film Processing, Apr. 227. 
High-Speed Photography, Sept. 510. 
High-speed Photography in 3-D, Sept. 544. 
How Close Baseball Plays Are Decided ° By 
Cinematography, Apr. 227. 


lt Pays To Modify, Nov. 668. 

Importance of Camera Point of View, Sept. 
541. 

Importance of Makeup Tests In Pre-produc- 
tion Planning, The, June. 348. 


K 


Kodachrome Type I! Film, The New, May 294. 

Kodak's New Rapid Processor, Jun. 361. 

Kodak's New Reflex Special Camera, Sept. 
534. 


L 


Laboratory Services, Making The Most Of, 
604. 

Lang Touch, The, Dec. 732. 

Lighting: Apr. 232; May 302; Jun. 354; Jul. 
418. 

Lighting For Photography In A Coal Mine, 
Nov. 674. 

Lighting Sets For TV Films (Part 1), June 354; 
(Part 2) Jul. 418. 

Lockheed’s Motion Picture Unit, Feb. 102. 


M 


Magic Without Mattes, Dec. 730. 

Makeup Tests, Importance of in Pre-produc- 
tion Planning, June. 348. 

Making Films With A Purpose At Rocketdyne, 
Nov. 670. 

Making The Most Of Laboratory Services, Oct. 
604. | 

“Marines, Let's Go!"’, Photography of, Aug. 
472. 

Motion Picture Set Lighting, Apr. 232 (Part 1); 
May, 300 (Part 2). | 

Moving Camera Shots, Jan. 28. 


N 


North American Aircraft's Film Unit, Jul. 42C. 

North American Aviation’s Motion Picture Unit, 
Sept. 542. 

Northrop's In-plant film unit, Mar. 162. 


On Safari With ‘“‘Hatari,’’ Aug. 470. 
““Oscar’’ Nominees for 1960, Apr. 228. 
“Oscar'' Winners, 1960, May 296. 


P 


Parrish,’ The Photography Of, May, 288. 

Philco's In-Plant Film Unit, Mar. 158. 

Photography: Jan. 28; Jan. 30; Jan. 34; 
Jan. 36; Jan. 42; Feb. 90; Mar. 156; 
Mar. 164; May, 288; Jun. 355; Jul. 412; 
Oct. 612; Nov. 660; Nov. 664; Nov. 672; 
Nov. 674; Dec. 726; Dec. 732. 

Photography For A TV “Fashion Spectacular,’’ 
Dec. 740. 

Producing The Special Photographic Effects For 
“Voyage To The Bottom Of The Sea," Sept. 
532. 

Production Advantages in Limited Animation, 
Jun. 358. 


Reflex Special 16mm Camera, Kodak's, Sept. 
534, 
Report On ASC’s Research Projects, Oct. 614. 
Rocketdyne’s motion picture unit, Nov. 670. 
Rocket-sled Tests: Instrumentation photography 
of, Feb. 92. 


Seeking A Market For Your Films? Apr. 236. 


Sharp ‘‘Eyes"’ For Aircraft Development Engi- 


neers, Sep?. 542. 
Shooting A Documentary In The Wilds Of 
Venezuela, Jul. 416. 
Shooting A ‘'Problem’’ Picture, Sept. 539. 
Shooting a TV Pilot In Japan, Mar. 164. 
Shooting Exteriors—Part 1, Oct. 602; Part 2, 
Dec. 742. 
Significance of Film Music, The, May, 302. 
Simple Sound Dubbing Method For Magnetic 
Stripe Films, Feb. 101. 


- Sound: Feb. 101; June. 356. 


Space Technology Laboratories, Inc. (the in- 
plant film unit of), May, 290. 

“Spartacus,’’ the photography of, Jan. 42. 

Spin It On A Turntable, Jul. 410. 

Steady Progress In Film Improvement, May, 
299. 


de Study In Horror Film Photography, A, Oct. 


“Summer and Smoke,"' The photography of, 


Dec. 732. 
Superimposing Sound On Tape, Jun. 356. 
Super-Panavision 70, Feb. 90. 
Super-Technirama, Jan. 42. 


T 
“The Land We Love,’ Photography of, Oct. 
598. 
‘The Young Savages,’ Photography of, Jul. 
408. 


Titles and Effects for ‘West Side Story,” Dec. 
736. : 

Technical Training Film {A British), Nov. 672. 

Techniques of Creative Film Editing, The, Feb. 
94; Mar. 166; Apr. 222. 

TV Film Photography: Mar. 168; Apr. 218, 
June. 354; Sept. 538. 

TV Film Photography, Applying Science To, 
Mar. 168. 


Vv 
Violence Camera, The, Oct. 598. 
“Voyage To The Bottom Of The Sea,” Effects 
For, Sept. 532. 


Ww 


‘West Side Story,’ The Photography Of, Dec. 
726. 

“West Side Story,’'Titles and Effects For, Dec. 
736. 

What Shall We Put In The Camera? Dec. 728. 

What's The Angle? Jun. 355. 

When You Shoot In The Tropics, Jul. 422. 

William Daniels Named President Of The 
A.S.C. For 1961-1962, May 264. 


World's Biggest Little Studio, Aug. 480. 


Y 
You'll Find It In The Manual! Jan. 38. 
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A 
Abrams, Sol 
—Photography for a TV ‘Fashion Spectacu- 
lar,”” Dec. 740. 
Allen, Leigh 


—Cameras On The Hot Seat, Feb. 92. 
—Sharp ‘‘Eyes’’ For Aircraft Development 
Engineers, Sept. 542. 
B 
K. H. Barney 
—A Simple Sound Dubbing Method For 
Magnetic Stripe Films, Feb. 101. 
Beyer, Walter 
—Report On ASC’'s Research Projects, Oct. 
614. 
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ANNUAL INDEX 


Continued from Preceding Page 


Bodger, Lowell A. 
—Production Advantages In Limited Ani- 
mation, Jun. 358. 


Cc 
Casey, Charles 
—How Close Baseball Plays Are Decided 
§ By Cinematography, Apr. 227. 
, Clarke, Charles G., ASC 
—The Case For The 
Pictures, Nov. 676. 


Inventor Of Motion 


D 
Dane, Jeffrey M. 
—The Significance of Film Music, May 302. 
Dunn, Linwood G., ASC. 
—tTitles and Effects For “West Side Story,"" 


Dec. 736. 
G 
Gavin, Arthur E. 
~*~ —The Importance of Makeup Tests in Pre- 
a Production Planning, Jun. 348; Kodak's 
Ce New Reflex Special 16mm Camera, Sept. 


534. 
Greenblatt, L. W. 
—It Pays To Modify, Nov. 668. 


> 
H 
Hall, Allen E. 
—Filming The ‘‘500” For TV, Aug. 478. 


Harlan, Russell, ASC 
- —On Safari With “Hatari,"’ Aug. 470. 
Harrington, Clifford V. 
—Shooting A TV Pilot In Japan, Mar. 164. 
—Assignment in Japan, Aug. 473. 
—Bingham's Beat, Sept. 538. 
Hearon, Guy 
—High-speed | in 3-D, Sept. 
544. 
Henry, Joseph 
—Importance Of Camera Point Of View, 
541. 
—Helivision—A System of Aerial Photog- 
raphy With Zoom Effects, Nov. 664. 
—Magic Without Mattes, Dec. 730. 
Hyndman, Don 
—Steady Progress 
May 299. 


In Film Development, 


Jones, Glenn H. 
—fFilms To Train Space Ship Pilots, Aug. 
476. 


Lightman, Herb A. 
—Filming ‘‘Spartacus’’ In Super-Technirama, 
Jan. 42. 


BEHIND THE CAMERAS 


Continued from Page 719 


REVUE STUDIOS 


Russet, Harian, ASC, “The Spiral Road” 
(Shooting in Dutch Guiana) with Rock 
Hudson and Genea Rowlands. Robert Mulli- 


gan, director. 


JacK MacKenzie, ASC, “Ichabod and 
Me’’*. 

NeAL Beckner, “Bob Cummings 
THacxery, ASC, “Wells Fargo”* 
WaLteR Strence, ASC, “Wagon Train” 


CuiiFForD Stine, ASC, “The Ugly American” 
aa (Universal International; shooting in Thai- 
land) with Marlon Brando and Eiji Okada. 

= George Englund, producer-director. 


Mack ASC, “Leave It to 
Beaver’* 
Dovctas Siocome, “Freud” (shooting in 


Munich) with Montgomery Clift and Susan- 
nah York. John Huston, producer-director. 


TWENTIETH CENTURY-FOX 
| Lee Garmes, ASC, “Hemingway’s Young 
— Man” (C’ Scope & Color; Jerry Wald Prod.) 


with Richard Beymer and Paul Newman. 
Martin Ritt, director. 


KENNETH Peacu, ASC, “Follow the Sun’’* 


Lioyp ASC, “Adventures in Para- 
dise”’* 
Witttam Mettor, ASC, “State Fair” 
(C’Scope & DeLuxe color; shooting in 
— _Dallas) with Pat Boone and Pamela Tiffin. 
— Jose Ferrer, director. 
Leon SuHamroy, ASC, “Cleopatra” (J. Man- 
kiewicz Prod.; Todd-AO; shooting in Rome) 
with Elizabeth Taylor and Richard Burton. 
Joseph Mankiewicz, director. 


WALT DISNEY STUDIOS 


Snyper, ASC, “Bon Voyage” 
(shooting in Europe) with Fred MacMurray 
and Jane Wyman. James Neilson, director. 


Paut Beeson, “The Castaways” (shooting 
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in London) with Maurice Chevalier and 
Hayley Mills. Robert Stevenson, director. 


WARNER BROS. 
HaroLp Lipstein, ASC, “The Chapman Re- 


port” (Darryl F. Zanuck Prods) with Shelley 
Winters and Ray Danton. George Cukor, 
director. 


RatpH ASC, Lewis JENNINGS, 

Jack Marguette, “Hawaiian Eye’*, 

Rosert HorrMan, “Bronco’’* 


Haroitp Stine, ASC, Rospert Tosey, ASC, 
“Surfside 6”*. 


Woorsey, ASC, Harorp Stine, ASC, 


“Hawaiian Eye”*, 


Rosert HorrmMan, Wootsey, ASC, 


“Bronco’’*. 


Lewis JENNINGS, Ropert HOFFMAN, “77 Sun- 
set Strip”*. 


FRANK Carson, “Cheyenne”* 


JacK Marquette, “Three’s a 
(pilot). 


ARTHUR FEINDEL, 


Crowd”’* 


ASC, Commercials”. 
J. Peverett Martey, ASC, Commercials*. 


Harotp Stine, ASC, “Black Gold” with 
Diane McBain and Claude Akins. Leslie 
Martinson, director. 

Burt GLENNON, “Lawman’”’* 

CHARLES Lawton, ASC, “Lovers Must 


Learn” (shooting in Italy) with Troy Dona- 
hue and Suzanne Pieshette. Delmer Daves, 
producer-director. 


Ray Fernstrom, ASC, “Roaring Twenties’’* 


ZIV-UNITED ARTISTS 


CLIFFORD POLAND, (shooting in Florida) 
“Everglades” * 


Monroe Askins, “Rip Cord”* 
Curt Ferrers, “King of Diamonds”*. 


—Filming ‘‘Exodus”’ 
Feb. 90. 

—Cameraman On Horseback, Mar. 156. 

—Filming The Danny Thomas Show, Apr. 


In Super-Panavision 79, 


218. 
—The Photography Of “Parrish,” May, 
288. 
—Filming “‘Sumi-San"’ in Japan, Jun. 350. 
—Hazardous Assignment In An Asphalt 


Jungle, Jul. 408. 

—Experimental Film Venture, Aug. 477. 

—Producing The Special Photographic ff. 
fects For “Voyage To The Bottom Of The 
Sea,"’ Sept. 532. 

—A Study In Horror Film Photography, 
Oct. 612. 

—The Photography Of ‘‘Back Street,"’ Noy, 
660. 

—The Photography Of ‘‘West Side Story,” 
Dec. 726. 

Lipinski, Stanley 

—Applying Science To TV Film Photog. 
raphy, Mar. 168. 

—Lighting Sets For TV Films, 
Jul. 418. 

Loring, Charles 

—The Experimental Film, Jan. 40. 

—Lockheed's Motion Picture Unit, Feb. 102. 

—In-Plant Photo Unit Of Space Technology 
Laboratories, May 290. 


Jun. 354; 


M 
Mascelli, Joseph V. 
—A Film On Soldering Techniques, Jul. 
412. 


Miller, Arthur, ASC 
—Motion Picture Set Lighting, Apr. 232; 
May, 300. 


;Ozols, Leo 
—Shooting A Documentary In The Wilds 
Of Venezuela, Jul. 416. 


4 
Roe, Alvin D. 
—Do It Yourself Sales Promotion Films In 
8mm Sound, Apr. 234. 


See, Charlie 
—Seeking A Market For Your Films? Apr. 
236. 


Scot, Darrin 
—''Answers Through Cinematography, Mar. 
162 
—Douglas Aircraft Co. (in plant film unit), 
Apr. 220. 
—Filming The Fastest Flyer, Jul. 420. 
—World's Biggest Little Studio, Aug. 480. 
—tThe Violence Camera, Oct. 598. 
—Making Films With A Purpose At Rocket 
dyne, Nov. 670. 
The Lang Touch, Dec. 732. 
Shaner, Vaughn 
——Kodak's New Rapid Processor, Jun. 361. 
Spalding, Tom 
—tLighting For Photography In A Coal Mine, 
Nov. 674. 
Stevens, Leslie 
—The Violence Camera, Oct. 598. 
Stewart, John R. F 
—Technical Training Film, Nov. 672. 


T 


Townley, E. 


—A British Film Patrol System, Oct. 608. 


WwW 
Widmayer, William 
—Cold Storage Protects Color Negatives, 
Mar. 170. 
Wildi, Ernst 
—The New Kodachrome Type II Film, May 
295. 
Woodress, Fred | 
—Shooting A “Problem"’ Picture, Sept. 539. 
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BOOKLETS, CATALOGUES AND BROCHURES 
AVAILABLE FROM EQUIPMENT MANUFACTURERS 


Bolex Equipment Catalog 

A new two-color illustrated catalog 
describing Bolex 16mm cameras, pro- 
jectors and accessories is available 


from Bolex dealers or directly from 


Paillard, Inc., 100 Sixth Ave., New 
York 13, N. Y. It provides details of 
the H-16 Rex camera, Bolex S-211 and 
$221 sound projectors, tripod, Uni- 
motor, Rexofader, and underwater 
camera housing. | 

A comprehensive chart shows com- 
plete line of lenses available for Bolex 
H-16 cameras, including an anamor- 
phic lens which permits photographing 
and projecting wide-screen pictures. 

Screen Brightness Standards 

“American Standard Screen Lumi- 
nance for Indoor Theatres, PH22.124- 
1961” is title of new publication of 
American Standards Association, which 
sets forth specifications for luminance 
of all screens for indoor motion pic- 
ture theatres. It provides for the 
measuring of luminance with the pro- 
jector, either 16mm or 35mm, in op- 
eration, but with no film in the gate. 
Copies are available at 50¢ each from 
the Association, whose address is Dept. 


P263, 10 East 40th St., New York 16, 


* 
Filter Brochure 
“When... Why... How,” inform- 


ative brochure on filters, issued by 
Ednalite Optical Co., Peekskill, N. Y.., 
has been revised to include data on 
filters for use with new Kodachrome 
II film, both daylight and Type A, in 
addition to data on filters for use with 
all color and black-and-white films un- 
der various lighting conditions, includ- 
ing scenes illuminated by the Sylvania 
Sun Gun. 

Exposure Booklet 

“How To Shoot Better Photos On 
The Water” is title of 16-page illus- 
trated booklet written by Stan Rosen- 


USE THIS COUPON... 


instead of writing letters, to re- 
quest any or all of the literature 
described above. On reverse side, 
check literature you desire, then 
mail coupon. No postage required. 


feld, famous yacht photographer, for 
Daystrom Inc., makers of Weston ex- 
posure meters. Subjects include: “The 
meter and the human eye”; “What 
to Expect From a Meter”; Various 
Metering Methods and When To Use 
Them” ; and “Separating Sea, Sky and 
Sail.” Conken are available at 10¢ each 
from camera stores and photo dealers. 
Lighting Equipment Catalog | 
“Lighting For Motion Picture and 


Reader’s Service 


Still Photography” is title of 24-page 
catalog-brochure offered by Natural 
Lighting Corp., 630 So. Flower St., 
Burbank, Calif., manufacturers of Col- 
orfran lighting equipment. Booklet 
gives details and prices on all Color- 
Tran equipment and accessories, and 
includes an informative chart that des- 
cribes all the various lamps recom- 
mended for use with the equipment. 


Copies are free. 
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Please send me more information about the products, services 


and/or literature checked on the reverse side of this coupon. 


Business Affiliation... 


mee along this line with AMERICAN CINEMATOGRAPHER address out. Seal with staple or scotch tape, then mail. 


Dear Reader: 


To help us make American Cinematographer more helpful to you and other 


readers, we will appreciate your answers to the following questions: 


How can we improve this Readers’ Service for you? 


ge along this line with AMERICAN CINEMATOGRAPHER address out. Seal with staple or scotch tape, then mail. 
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Readers—This new service is for you! A postage-free coupon is included in 
this page, making it possible to obtain quickly desired information and literature 
on the products or services of more than one advertiser without having to write 
letters to each one. Your requests, made on coupon below, take care of all. We 
relay your requests promptly, and the information comes to you direct. 


Summarized on this page are products and services advertised in this issue, 
as well as, the offerings of literature announced elsewhere. Use this quick refer- 


ence guide to indicate your requests. Simply place check mark after advertisers’ 


names in index, clip coupon, seal, and mail. No postage required. 


FOR MORE INFORMATION 


About Products, Services and Literature mentioned in this issue, 


Clip and Mail This Postage-Free Coupon Now 


This is the quick, easy way to get information you want without 


having to write a single letter! We forward your requests promptly 
and you receive the requested information directly from the adver- 


tisers. Check the advertisements or the items on which you want more 
information. Then fill in your name, address, etc., in the space pro- 


or bit of scotch tape, and mail. No postage needed. 
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Camera Mart, Inc., offers six production 
items, p. 702, 704; ‘Effects device... 706 


Capital Film Labs., Inc., provides sound, 
editorial, film lab services 720 
S. A. Chevereau rents cameras, cranes, 
dollies for overseas production 152 
Cinekad Engineering Co. offers mike boom, 

753; sync motor drive for 16mm projec- 
tors, p. 755, and junior dolly 157 
Farkas Film Co. takes far east fimin 
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Film Effects of Hollywood offers mr 
to all film producers 7105 
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line of reversal film processors 710 


Jack A. Frost rents cameras, lights....747 
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ceive its Rewind publication 731 
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professional movie films 700 
Hollywood Film Co. announces its Pro- 
16mm Hot Splicer 745 


LAB-TV offers special film laboreeny 
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National Cine Labs. specializes ‘ re- 
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Natural Lighting Co. tells about its Cine- 
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16mm edge numbering machine......724-725 


Stevens Engineering Co. features mc 
accessories 


Sylvania Lighting Prods. introduces the 
Sun Gun Professional, p. 715; also oe 
battery-powered Sun 71 


Uhler Cine Machine Co. offers its line - 
8mm and 16mm film printers.........-.----- 122 


Joseph Yolo is_ originator of automate 
dissolver for Bolex and Cine-Specials....7 


serves east 
744 
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SOUND SYSTEM © |S |=] 2/5] 
d E t Checklist 
Sound hquipmen ecklist 
a. 
Nomad MARK I A versatile 7-lb. professional quality recorder/re- 
producer all transistorized and positively sprocket- 
hole interlocked with your 16mm camera or pro- | ~ 
jector . .. CANNOT GET OUT OF SYNC! Can be hand |< «Kix 
held or tripod mounted. Wide selection of acces- ee 
sories available. 
Basic System $675. 
The 12-lb. featherweight Mark LI, a professional 
double-system recorder/reproducer is completely = 
transistorized, self-contained, and highly reliable >< 
with maximum recording qualities and operating , : 
economy. Power consumption is only 20 watts. (2) 
From $985. 
When lightweight portability is a must the 27 Ib. 
X-400 Type 1 is the answer! Another reason so ie “pti < 
many producers choose this machine is that it is x! x|O/O1O x|x|O 
genuinely professional, and yet, surprisingly eco- 
nomical! 1 lo 
From $985. 
The Type 1 is a miniaturized version_of the Type 5. oe 2 4 
Low power consumption and extreme portability = - > 
has made this 39-lb. unit a popular selection for 
remote location production by leading professional iE o 
motion picture studios. oO 
From $1430. 
The X-400 Type 15 is designed for the man who 4 
wants everything in one case ... playback am- = 
plifier, monitor speaker, footage counter and tor- < xixixixi< xixid 
que motors. You can be proud to have this machine . ix 
represent you on any sound stage! “19 
From $1385. | 
The most popular magnetic film recorder in the 
world is the Type 5! With this unit and all its : 
operational conveniences, you are definitely in the <ci< 
‘‘major league.’’ The Type 5 owner always starts x >< 
his pictures with a special feeling of confidence _ - 
in the realization that he has allowed no compro- o oO 
mise in the selection of equipment. 
| From $1650. 
There is nothing on the market that compares with 
the remarkable Mark IX. This unit is in a class r = 
by itself . . . with push-button remote controlled z z 
relay functions, plug-in audio elements and all the bad bad bead bad = os 
‘‘extras’’ that make for flawless recording under b a 
the most adverse conditions. 
MARK Ix From $2145. 


* Regardless of the model you select, you can always depend upon with the 
“Magnasync- Magnaphonic”’ cg by the international leaders 


in the design and manufacture of quality magnetic filr 


label . 


Write, wire or phone 
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CORPORATION 


1 recording systems. 


5546. Satsuma, ‘North Hollywood, 
/  TRiangle 7-0965 Cable ““MAGNASYNC” 


Authorized Dealers 


CHICAGO, ILL. 
Behrend Cine Corp. 
161 E. Grand, Mi 2-2281 
Zenith Cinema Service, Inc. 
3252 Foster, IR 8-2104 
DAYTON, OHIO 
Salem Camera Co. 
335 Salem, BA 3-7206 
DENVER, COL. 
Western Cine Service, Inc. 
312 S. Pearl, SH 4-1017 
HIALEAH, FLA. 
Camera Equipment Co., Inc. 
1335 E. 10th, TU 8-4064 
HOLLYWOOD, CALIF. 
Birns & Sawyer Cine Equipment 
6424 Santa Monica, HO 4-5166 
Camera Equipment Co., Inc. 
6510 Santa Monica, HO 9-5119 
S.0.S. Photo-Cine-Optics, Inc. 
6331 Hollywood, HO 7-9202 
KANSAS CITY, MO. 
Barnard’s, 4724 Broadway, 
Country Club Plaza, LO 1-7761 
Crick’s Camera Shop 
6320 Brookside Plaza, HI 4-3390 
MINNEAPOLIS, MINN. 
Century Camera Shops, Inc. * 
26 S. 7th, FE 8-5857 
NEW YORK CITY 
Camera’Equipment Co., Inc. 
315 W. 43rd, JU 6-1420 
Fiorman & Babb, Inc. 
68 W. 45th, MU 2-2928 


1 Pictronics Corporation 


236 E. 46th, YU 6-3713 
S.0.S. Photo-Cine-Optics, Inc 

602 W. 52nd, PL 7-0440 
PHOENIX, ARIZ. 
Wilson Camera Sales Co. 

130 W. Adams, AL 4-0662 
ST. LOUIS, MO. 
Stanley Photo Service 

106 N. Broadway, CE 1-7840 
SAN FRANCISCO, CALIF. | 
Brooks Cameras, !nc. 

45 Kearny, EX 2-1902 
SAN MATEO, CALIF. 
Foreman’s 

121 Fourth Ave., DI 3-1869 


SOUTH AFRICA 


Photo Agencies Pty. Ltd. 

9 Kerk St., Johannesburg 
AUSTRALIA, Sydney 
Sixteen Millimetre 
Australia Pty. Ltd. 

49 Market, New South Wales 
BOLIVIA, La Paz 
Casa Kavlin 

Casilla 500, Calle Potusi 261-263 
BRAZIL, Rio de Janeiro 
Mesbia, S.A. 

Rua do Passeio 42/56 
BURMA, Rangoon 
G.K. Theatre Supply Co., Ltd. 

123 Sule Pagoda Road 
CANADA, Islington, Ontario 
Alex L. Clark, Ltd. 

3751 Bloor St., W. 
DENMARK, Copenhagen CHL 
Kinovox Electric Corp. 

Jenslousvej 2 
ENGLAND, London 
Delane Lea Processes, Ltd. 

12 Moor St., (W-1) 

Gordon Cameras, Ltd. 

45 Kensington High, (W-8) 
FRANCE, Paris 
Brockliss-Simplex S.A. 

6, Rue Guillaume Tell 
GERMANY, Hilden Dusseldorf 
Gerhard Johansen 

3 Lessingstrasse 
GREECE, Athens 
Christos Axarlis 

50 Stadium St. 

HONG KONG 
Supreme Trading Co. 

60 Hennesy Road 
INDIA, Bombay 
Kine Engineers 

26, New Queen's Road 
ITALY, Rome 
Reportfilm, di J.M. Schuller 

Via Antonio Bertolini 31 
JAPAN, Tokyo 
J. Osawa & Co., Ltd. 

5, Ginza, Nishi 2-Chrome, Chuo-ku 
NEW ZEALAND, Auckland 
Kerridge Odeon industries 

St. James Building, Queen St. 
PAKISTAN, Karachi-3 
Film Factors, Ltd. 

27 Victoria Rd., Rex Annexe 
SOUTH RODESIA, Salisbury 
William Over & Co. Pvt. Ltd. 

Kingsway & Manica Road 
THAILAND, Suriwong, Bangkok 
G. Simon Radio Co. Ltd. 

30 Patpong Avenue 
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wondering which way turn? 

“ y, Film producers from coast to coast turn 

developing to BYRON Motion Pictures for com- 

- plete studio and laboratory services, all 

€diting under one roof. Why do they turn to 

Byron? Byron guarantees “better qual- 

ity .. . at lower cost... in less time” 

on all producer services. This includes 

Byron’s famed WESTREX sound facili- 

ties. THERE IS NO BETTER SOUND. 


WRITE, PHONE or WIRE 


= for information and quotations 
on any and all producer services. 


byron Mg motion pictures 


1226 Wisconsin Ave., N.W. Washington 7, D.C., FEderal 3-4000 
Affiliated with MECCA FILM LABORATORIES CORP., 630 Ninth Avenue, New York 36, N.Y. 
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